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This thesis is modeled on the format of the English instructional 
materials! sequences which have been developed for the college freshman 
English composition course by the Thirteen College Curriculum Program in 
conjunction with the Institute for Services to Education. The purpose of 
this preface is to provide background information on the Institute for 
Services to Education (ISE) and the Thirteen College Curriculum Program 
(TCCP) as well as some explanation of the educational theories and the in¬ 
structional techniques which are a part of this program. 
The Institute for Services to Education was organized in 196£ under 
a grant from the Carnegie Corporation for the purpose of developing educa¬ 
tional materials and techniques for early college learning, with particular 
emphasis on disadvantaged youth and black youth. Since 1967, ISE has been 
concerned with the problems of curriculum innovation and instructional 
development in cooperation with a number of predominantly black colleges 
which have grown from an initial thirteen to twenty-seven as of 1971. A 
list of participating schools as well as detailed background information 
on the objectives of the curriculum and instructional development program 
and a longitudinal research de sign which catalogues the characteristics of 
entering freshmen enrolling in participating colleges may be found in the 
ISE research report Thirteen College Curriculum Program! A Longitudinal 
Research Design and 1967 Entering Student Norms. 
^Thirteen College Curriculum Program: A Longitudinal Research Design 
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The overall philosophy behind the TCCP approach to education is that 
the student will learn more readily in an inductive or discovery-oriented 
educational program than in a program based on the traditional lecture- 
recitation form of instruction. In TCCP theory the instructor does not 
serve as a lecturer who presents material to the student and then asks for 
a recitation of that material. Rather, the instructor serves as a guide 
who motivates and channels the student's progress towards an individual 
discovery of the answer behind the classroom problem. In such an approach 
flexibility and open-ended questions and assignments are of prime importance. 
The instructor must allow for diversions on the road to discovery and en¬ 
courage the student to follow through on topics of related interest. A 
more thorough summary of general TCCP theory and technique is presented in 
the ISE publication Journey Into Discovery.2 This booklet includes informa¬ 
tion on student background and achievement as well as commentary on the 
program by students and teachers. A number of sample lessons and techniques 
from the TCCP units are also included. 
In the freshman English program in particular the discovery-oriented 
technique is suggested for use in a course of study which combines the 
study of writing or composition with the study of literature. In this way, 
student interest can be motivated through the use of literature as a basis 
for writing activities which lead to a mastery of the elements of composi¬ 
tion. The idea is that students will write more readily when they feel that 
they have something to say and that an interest in self-expression can be 
and 1967 Entering Student Norms. J. Thomas Parmeter, Senior Research Asso¬ 
ciate, ISE (Washington, D. C., 1971). 
^Journey Into Discovery: The Thirteen College Curriculum Program. 
ISE (Washington, D. C., 1969). 
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developed through the use of thought-provoking literary materials. This 
approach also aids in the improvement of reading skills and in the develop¬ 
ment of literary tastes. 
For the most part paperback editions are used in place of the more 
traditional anthology format and fulfill a twofold purpose in the class¬ 
room setting. Paperbacks are easily obtained and handled and they approxi¬ 
mate the way one reads and learns outside the classroom. Furthermore, 
paperbacks avoid the appearance of prejudgement or traditional acceptance 
of individual works found in anthologies. The curriculum materials, which 
include a number of black-related and contemporary literary selections, 
cover a wide range of topics and genres and are not restricted to litera¬ 
ture, but include the use of films and recordings. These materials are 
arranged in sequences of units based on individual themes: Responsibility. 
Love, Choice and Temptation, and Self and Alienation.-^ Additional informa¬ 
tion concerning the Thirteen College Curriculum Program in English is pre¬ 
sented in the ISE materials "Blueprint For A Viable English Class" and in 
"Guidelines in Considering an English Program" which includes some comments 
on teaching styles, teacher roles, expected student behavior and criteria 
for materials.^ 
The TCCP freshman English program includes a number of instructional 
techniques that require additional explanation beyond the scope of this 
preface such as improvisational exercises, voice exercises, and the chamber 
O 
-^Responsibility, Love, Choice and Temptation, ISE (Washington, D. C., 
1971). "Self and Alienation" (Unpublished sequence available from ISE, 
2001 S Street, N. W., Washington, D. C.). 
^"Blueprint for a Viable English Class" and "Guidelines in Considering 
an English Program " (Unpublished materials available from ISE, 2001 S Street, 
N. W. , Washington, D. C.). 
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theatre technique. Discussions of the exercises in improvisation and voice 
may be found in the ISE materials: "Improvisation Workshop: Exercises," 
"Voice Workshop," and "Literary Voices: Descriptive Writing and Sensory 
Perception."5 A complete discussion of the chamber theatre technique and 
the basic theory on which it is based is available in Carolyn Fitchett's 
English unit Chamber Theatre Technique.^ 
^"Improvisation Workshop: Exercises," "Voice Workshop," and "Literary 
Voices: Descriptive Writing and Sensory Perception " (Unpublished materials 
available from ISE, 2001 S Street, N. W. , Washington, D. C.). 
^Chamber Theatre Technique, Carolyn Fitchett, Program for Pre-College 
Centers (Newton, Mass., 1966). 
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CHAPTER I 
AN ENGLISH SEQUENCE ON MAN'S RESPONSE 
TO HIS SOCIAL ENVIRONMENT 
In the preface some general indication was given of the theory and 
methodology behind the TCCP thematic sequence as an approach to the teach¬ 
ing of composition and literature. The task of this introductory chapter 
is to explain the somewhat bothersome phrase "man's response to his social 
environment" which describes the thematic approach of this sequence, and to 
justify its relation to this particular course of study. Mio is this man? 
Is he the writer influenced by his own social surroundings or is he uni¬ 
versal man as subject matter, man relating to societal and inter-personal 
problems and challenges? This introduction will answer these questions by 
considering three topics which are essential to an understanding of the 
purposes and methodology in the construction of this English sequence. 
First, an explanation of a course of literary study which takes into con¬ 
sideration the effects of social and historical factors on literature and 
the writer will be presented. A discussion of the educational relevance 
for the student of literary materials which deal thematically with man's 
diverse responses to his environment will follow. Finally, an explanation 
of the instructional methodology for the teaching of composition which uses 
these particular thematically related literary materials as a basis for 
generating ideas and motivating the student to express his ideas in writing 
will be made. 
ihere is a wide diversity of opinion among literary critics with 
1 
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regard to the type of critical approach most beneficial to the study and 
evaluation of literature. The historical critics such as Rene Wellek and 
E. M. W. Tillyard offer possible critical paths which differ from the myth 
criticism of Maud Bodkin and Northrop Frye or the "new criticism" of 
Cleanth Brooks.1 When reference is made here to a course of literary study 
which takes into consideration the effects of social and historical factors 
on literature and the writer, it is not to these types of critical approaches. 
The purpose here is not to advocate for use in a freshman English class any 
one theory of critical study which states that an evaluation of literature 
must be either sociological, historical or psychological. The suggestion 
is simply that the students for whom this sequence is devised, some of whom 
have had very limited contacts with literature, will benefit from a literary 
approach which shows them that man does not write without being affected by 
his environment. Through this approach a course of study will be here con¬ 
structed which follows the approach to literature that the Institute for 
Services to Education has set forth: 
We emphasize that the fundamental approach of literature is to connect 
to life, to infonn life. You judge literature against the experience 
of your own life, but you also through literature and other forms of 
art, come to enlarge that experience, and hence your own life. 2 
This "environmental" approach to the literary materials within this sequence 
provides the student with an opportunity to see literature in an historical 
as well as a social perspective. It also provides the student with a foun¬ 
dational basis for viewing literature which may be useful in understanding 
the concept of literary periods in later coursework. As the authors of 
^Wilfred L. Guering, Earle G. Labor and Lee Morgan, A Handbook Of 
Critical Approaches To Literature (New York, 1970). 
2 
Journey Into Discovery, p. 2. 
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A Handbook Of Critical Approaches To Literature point out, the topicality 
that great literature often exhibits requires more than just the study of 
a work in isolation. An historical novel such as Charles Dickens' A Tale 
Of Two Cities is obviously more easily understood when its milieu or that 
of its author is made clear. A similar approach is useful for ideological or 
propagandist works such as Harriet Beecher Stowe's Uncle Tom's Cabin or Upton 
Sinclair's Ihe Jungle as well as with any type of topical satire. Good teach¬ 
ing usually does, of course, make this information available to the student. 
The main difference in this sequence is that the student is encouraged to 
arrive at these conclusions on his own by beginning with works in Isolation. 
By using TCCP theory which stresses the inductive or discovery oriented ap¬ 
proach to literature, this sequence will encourage the student to speculate 
on outside aspects which may have led to the writing of a particular work. 
A comment in Robert Baylor's Detail and Pattern illustrates this point graph¬ 
ically: What conditions or personal feelings would lead to the composition 
of a poem like Paul Lawrence Dunbar's "We Wear The Mask?" Reading the poem 
in isolation we see that men shield elements of themselves, their emotions 
and beliefs, from the world. When we discover that the poet was the son of 
an American slave, we arrive at a greater awareness of the poem's meaning.^ 
It is important to note that the literary materials included in this 
sequence are meant to be used as a basis for student writing as well as 
literary study. The emphasis of the sequence is as much on composition as 
on literature. Therefore it is hoped that students will benefit from an 
^Guering, Labor and Morgan, op.cit., p. 6. 
^Robert Baylor, Detail and Pattern: Essays For Composition (New York, 
1970), p. 2. 
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approach which shows them not only how to write effectively, but how writing 
relates to society. Such a course of study should consider questions such 
as those raised in David Daiches' Literature and Society: "What place has 
the literary artist had in societies of the past, what place has he in so¬ 
ciety today, and what place would we give him in the ideal society."-*- There 
are, of course, some pitfalls in an approach of this nature. In teaching 
this sequence the instructor must keep in mind that he is not presenting the 
idea that literature is merely a reflection of society or that literature is 
tied to a particular social setting. Diana Spearman in Tie Novel and Society 
illustrates this point through an example of the widespread use of the 
Arthurian themeî 
Why do Arthur and his knights haunt English literature? The story would, 
if one did not happen to know the facts, seem to be tied to a particular 
culture and one, moreover, alien to modem ideas. That this is not so, 
that Malory first thought of writing an epic about Arthur rather than 
Adam, that Tennyson wrote Idylls Of The King in the nineteenth century, 
and that a novel about Arthur, of over a thousand pages, appeared in 
195>8, was very popular, and has since become the basis for a musical 
play, is hard to reconcile with any theory that literature is a reflec¬ 
tion of society at any particular moment.* 
The above passage suggests an element of universality in literature 
and in man’s appreciation of it. Tiis universal element is evident in the 
thematic content of the various materials chosen for this sequence and its 
use will be justified later in this chapter. A related topic, however, is 
the consideration of the universality of the structural problems of the 
writing experience, an idea which Northrop Frye deals with in relation to 
the novel in The Educated Imagination? 
In fiction, the technical problems of shaping a story to make it 
^David Daiches, Literature And Society (London, 1938), p. 7. 
2Diana Spearman, The Novel And Society (New York, 1966), pp. 6-7 
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interesting to read, to provide for suspense, to find the logical 
points where the story should begin and end, don’t change much in 
whatever time or culture ttie stoiy’s being told. E. M. Forster once 
remarked that if it were not for wedding bells or funeral bells a 
novelist would hardly know where to stop.^ 
T. S. Eliot deals with a similar idea in a critical essay, "Tradition and 
the Individual Talent," in which he stresses the importance of viewing the 
poet in relation to other poets and the broader context of poetry as an art 
form: 
No poet, no artist of any sort, has his complete meaning alone. His 
significance, his appreciation is the appreciation of his relation to 
the dead poets and artists. You cannot value him alonej you must see 
him, for contrast and comparison, among the dead. I mean this as a 
principle of aesthetic, not merely historical, criticism.2 
In this sequence the student will study materials of mixed genres and origins. 
He will see how writers from different places and times have not only used 
different styles to approach their subjects, but have altered and contributed 
to existing literary fores. Hopefully, the student will also be motivated 
to experiment with a wide variety of literary styles and fores. 
A second aspect of this sequence which needs further explanation is 
the coordinating principle behind the specific classroom materials; i.e., 
man in some form of interaction with or response to his surroundings. In¬ 
dividual works within the sequence will, of course, deal with specific emo¬ 
tions and ideologies. Man may feel alienated from his surroundings; he may, 
in fact, be a social outcast. Loneliness, despair and persecution are only 
some possible feelings he may have with respect to society. Patriotism, 
honor, sacrifice and a commitment to ideological movements are other concerns. 
^Northrop Frye, The Educated Imagination (Bloomington, Ind., 1965), p. Ul. 
^T. S. Eliot, "Tradition and the Individual Talent," in Criticism: 
The Major Texts, ed. by Walter Jackson Bate (New York, 1952), p. 526. 
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So are man’s protests against restrictive societies or social conditions 
which are grounded in fear and prejudice. These are all universal feelings 
and attitudes, themes which have been used in writing from Greek tragedy to 
present-day song lyrics. This concept of the universality of the human 
event is aptly illustrated in The Educated Imagination; 
Die poet’s job is not to tell you what happened, but what happens: 
not what did take place, but the kind of thing that always does take 
place. He gives you the typical, recurring, or what Aristotle calls 
the universal event. . . . Our impressions of human life are picked 
up one by one, and remain for the most of use loose and disorganized. 
But we constantly find things in literature that suddenly coordinate 
and bring into focus a great many such impressions, and this is part 
of what Aristotle means by the typical or universal human event. 1 
Through a study of works from differing social and historical contexts it 
is hoped that the student will find themes in literature that "suddenly 
coordinate" with his own impressions and thus be encouraged to express these 
impressions in his own words. 
A statement having been made of the purposes in using a particular 
thematic group of literary materials for the study of literature within 
this sequence, this introduction will now discuss the merits of an instruc¬ 
tional methodology for the teaching of composition which uses these materials 
as a thematic basis for writing. There has been a great deal of concern 
among educators on the advisability of using literature as a basis for com¬ 
position. Some objections to this approach should be raised at this point. 
Albert R. Kitzhaber in Themes, Theories, And Therapy has stated that courses 
of this sort are not really courses in composition at all, but are courses 
in literature with related writing assignments at occasional intervals. 
Kitzhaber feels that because of training and inclination the majority of 
English teachers feel more contented in the teaching of literature and 
Frye, op.cit., pp. 63-6I4. 
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consequently give it greater emphasis: 
In spite of the many advantages of using literary readings In a 
freshman composition course, literature often is like the nose of a 
camel under the edge of the tent: in no time at all the camel takes 
over the whole tent. 
Kitzhaber is speaking of composition courses which theoretically use lit¬ 
erary materials only as a springboard to writing. This approach is somewhat 
different from the TCCP "Ideas And Their Expression" which combines the 
study of literature with composition in a beginning English class. Kitzha- 
ber's warning seems particularly applicable, however, in a course which 
gives literature equal weight with composition. TCCP teachers may, in fact, 
be more apt to fall into this pattern of instruction. An article in Teach¬ 
ing Freshman Composition raises similar objections to the type of course 
that Kitzhaber discusses. The article does, however, offer three conditions 
for the use of literature in a composition course which can be adapted to 
TCCP course structures. A first condition is that the teacher must resist 
the temptation to teach literature. For the TCCP course this condition 
should be that the teacher must not over teach literature. In other words, 
he must maintain an equal balance between the study of literature and com¬ 
position. A second condition is that the literature chosen should be easily 
comprehensible without elaborate help from the teacher or from class dis¬ 
cussion. The application of this suggestion seems valid for TCCP coursework, 
especially in light of the fact that two educational goals are being at¬ 
tempted in one short course of study. The third and most important condition 
is that all writing assignments not only examine the literary and thematic 
aspects of the materials being read, but illustrate and develop a particular 
■^Albert R. Kitzhaber, Theme 
Of Writing In College (New York, 
Theories. And Therapy: The Teaching 
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kind of compositional problem.1 An application of this suggestion is one 
purpose behind the construction of this sequence. In the devising of the 
writing assignments in this teaching plan not only has there been reliance 
upon TCCP theory and technique, but also upon critical discussions concern¬ 
ing the limitations and possibilities of writing assignments about literature. 
Richard L. Larson in an article entitled "Learning About Rhetoric From Writing 
About Literature" presents several limiting factors in this technique. In 
such assignments, says Larson, students can either make generalizations about 
literature and substantiate these generalizations with evidence from the text 
or they can construct and evaluate arguments, also using evidence from the 
text. Students do not get practice in reporting and evaluating direct ex¬ 
periences and sensory observations, nor do they have the opportunity to use 
a wide range of literary voices and approaches.2 These statements are true 
if the students are restricted to writing only about literature in assign¬ 
ments which deal with characterization, style and plot. The purpose behind 
the diverse writing exercises in this sequence is to carry the student be¬ 
yond this point. These exercises progress from the simple to the relatively 
complex. They are designed to move the student from a large number of short 
exercises in simple exposition, style, description, argument, and research 
reporting to forms of lengthly writing based on these same elements of com¬ 
position. A model of this type of sequential-building approach to composition 
may be found in Mary Elizabeth Fowler's Teaching Language, Composition, And 
Literature. A specific example of this technique is her suggested approach 
■kjohn A. Hart, Robert C. Slack and Neal Woodruff, Jr., "Literature 
In The Composition Course," in Teaching Freshman Composition, Edward Corbell 
and Gary Tate, eds. (New York, l%7), pp. 73-75. 
2Richard L. Larson, "Learning About Rhetoric From Writing About Litera¬ 
ture," College English, XXXII: VI (March, 1971), 686. 
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to exposition. The student begins by giving directions for a simple act 
or process. He is then given concrete words to define followed by an 
exercise in explaining the organization of a group or activity. A final 
assignment asks the student to define complex abstractions by giving 
specific illustrations of their diverse meanings.-1- Many similar, though 
less obvious, sequential approaches to the teaching of composition may be 
found in the TCCP sequences or in any of the many new composition "readers" 
such as Richard Paul Janaro's Identity Through Prose.2 The use of Miss 
Fowler’s approach to writing within this sequence will be modified in that 
students will be asked to write about man and universais with relation to 
the literature being studied. The usefulness of such writing topics within 
this sequence is best stated by referring to a handbook for students en¬ 
titled Getting Started: A Preface To Writing. In this book the editors 
provide an answer to the questions "Why should I write?" and "What should 
I write about?," questions which usually discourage the freshman student in 
composition before he even begins to put words on paper: 
If you can examine an object or experience in its relationship to man 
and to a universal, the writing you do about it will almost inevitably 
say something important. The reader’s interest and pleasure will 
follow naturally ... you will no longer be wondering whether what 
you have to say is worth the saying. Because you are a member of the 
family of man and because you recognize your reader as belonging to 
the same family, your writing will be natural and meaningful to both 
you and your reader if it has man at its center.3 
In summary, this English sequence suggests an approach to both the 
teaching of composition and the study of literature. The reading selections 
3-Mary Elizabeth Fowler, Teaching Language, Composition, And Litera¬ 
ture (New York, 1965), p. 159. 
^Richard Paul Janaro, Identity Through Prose (New York, 1971). 
^Harry Rougier and E. Krage Stockun, Getting Started: A Preface To 
Writing (New York, 1970), pp. 33-3U. 
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used in this course of study show variations of man in some form of response 
to his social environment, an approach which allows the student to deal with 
a wide assortment of universal themes. Instruction in composition is given 
by using these topics as a basis for student writing in exercises which give 
the student experience in a wide range of styles and literary forms. These 
writing exercises deal not only with the general theme being discussed in 
relation to the literary materials, but with specific types of compositional 
problems. Through such an approach it is hoped that this English sequence 
can be a useful contribution to the ongoing development of TCCP curricular 
material. 
CHAPTER II 
UNIT ONE: "YOU AND ME" 
Materials Required: 
Toffler, Alvin. Future Shock. New York: Random House, Inc., 1970. 
Baldwin, James. Nobody Knows My Name. New York: Dell Publishing 
Co., Inc., 19&L. 
Ellison, Ralph. Invisible Man. New York: The New American Library, 
Inc., 1952. 
Mill, John Stuart. "Of The Limits To The Authority Of Society Over 
the Individual." On Liberty. Essential Works of John Stuart 
Mill. Edited by Max Lerner. New York: Bantam Books, Inc., 
Ï55I. 
Rougier, Harry and Stockun, E. Krage. Getting Started: A Preface to 
Writing. New York: W. W. Norton and Co., Inc., 1970. 
Steichen, Edward. The Family Of Man. New York: Museum of Modern Art, 
Macao Magazine Corp., 195!?. (Photographic essay) 
To the Teacher 
The purpose behind this initial unit is the introduction of the concept 
of man in response to his social environment. The intention is not to reach 
any concrete or steadfast conclusions on the nature of society's effects on 
man, but to open up a wide range of possibilities regarding man's reactions 
to his surroundings. 
Because this unit begins the thematic sequence, its usage should also 
introduce the nature of the learning experiences to come. That is, it should 
demonstrate a feeling of openness and flexibility which, once established, 




The unit may take only two days to complete or it may be stretched to 
a week of discussion and activity depending on student response and the 
number of suggested activities the teacher wishes to undertake. Once the 
students begin to grasp the concept of man in relation to his social en¬ 
vironment they may wish to explore various avenues of its applications 
man and his fellow man; man and government;nan and communication; man in 
time. These explorations should be encouraged because they will provide a 
thematic foundation for the introduction of the ensuing units. Above all, 
each student should be made to realize that he brings something unique to 
the classroom in the nature of his own background and past experiences, a 
contribution which bears direct relation to the theme of man in society. 
Introductory Procedure 
The instructor's goal in this unit should be to move the student from 
a general and abstract concept of the phrase "man's response to his social 
environment" to a sense of personal relation with an assortment of specific, 
identifiable, individual responses to his own surroundings. The instructor 
may begin by asking students to write their own definitions of the terms 
"society" and "environment." These definitions need not be more than lists 
of elements which make up one's social surroundings or physical environment. 
Some student responses might be: family, friends, teachers, employers, 
neighborhoods, cities, regional locations, geographical or physical surround¬ 
ings, country. Students should read and compare their lists while the teacher 
catalogues these contributions on the blackboard. The class should be en¬ 
couraged to develop as complete a list as possible so that it becomes ap¬ 
parent that the elements which make up one's social environment are count¬ 
less. 
Discussion Procedure 
A. Following this initial exercise, the class should move into a 
13 
consideration of how these elements shape our behavior and what types of 
responses they elicit. The teacher may begin by reading excerpts from 
"People: The Modular Man" in Alvin Toffler's Future Shock. The first 
passage deals with a specific element of man's social surroundings which 
the class will have already included in its list—friends: 
Indeed, much of the social activity of individuals today can be de¬ 
scribed as search behavior - a relentless process of social discovery 
in which one seeks out new friends to replace those who are either no 
longer present or who no longer share the same interests. This turn¬ 
over impels people, and especially educated people, toward cities and 
into temporary employment patterns. For the identification of people 
who share the same interests and aptitudes on the basis of which friend¬ 
ship may blossom is no simple procedure in a society in which speciali¬ 
zation grows apace. The increase in specialization is present not mere¬ 
ly in professional work spheres, but even in leisure time pursuits. 
Seldom has any society offered so wide a range of acceptable and readily 
available leisure time activities. The greater the diversity available 
in both work and leisure, the greater the specialization and the more 
difficult it is to find just the right friends. 
Thus it has been estimated by Professor Sargant Florence in Britain 
that a minimum population of 1,000,000 is needed to provide a profession¬ 
al worker today with twenty interesting friends.1 
Students should be asked to give their opinions of Toffler's statement: Do 
people in today's society really search out new friends to replace the old 
so relentlessly? Is this action consistent with your own ideas about or 
definition of friendship? Do we have various levels of friendship? How 
do acquaintances differ from friends? 
After some discussion of these or related questions, the teacher might 
tell the class that Toff1er also suggests that each American has a pool of 
acquaintanceships ranging from 500 to 2,500.^ The class may or may not be 
skeptical about these figures, but an interesting experiment would be to 
ask students to bring a list of every person with whom they come in contact 
^Alvin Toff1er, Future Shock (New York, 1970), pp. 119-120. 
2Ibid., p. 120. 
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between this and the next class period. So that students do not merely 
make lists of friends, the teacher might suggest such examples as bus 
drivers, service station attendants and store clerks. At the next class 
period discussion can center on what ways students react to these people, 
particularly with regard to communication: Do you speak to your roommate 
in the same manner in which you speak to your dean? What are some of the 
differences in your various "languages?" (Vocabulary, use of slang, grammar, 
tone?) Do you communicate without words? (Facial expressions, body lan¬ 
guage?) Do certain social situations require particular modes of speech? 
To demonstrate further how we respond to our environment the instruc¬ 
tor can read the following excerpt from the same chapter: 
A recent study of high school students by Harry R. Moore of the Univer¬ 
sity of Denver indicated that the test scores of children who had moved 
across state or county lines from one to ten times were not substantial¬ 
ly different from those of children who had not. But there was a definite 
tendency for the more nomadic children to avoid participation in the vol¬ 
unteer side of school life—clubs, sports, student government and other 
extracurricular activities. It is as though they wished, in short, to 
slow down the flow through of people in their lives.x 
Does this tendency to avoid participation show how our surroundings or a 
change in our surroundings shape our behavior? Does the experience of any¬ 
one in the class substantiate this theory? What are other means in which 
we are influenced by our surroundings? 
B. Another discussion of man's response to his social environment might 
involve a discussion of excerpts from the Prologue to Ralph Ellison's 
Invisible Man. Ihe instructor might begin by reading the following passage: 
I am an invisible man. No, I am not a spook like those who haunted 
Edgar Allan Poe; nor am I one of your Hollywood-movie ectoplasms. I 
am a man of substance, of flesh and bone, fiber and liquids - and I 
might even be said to possess a mind. I am invisible, understand, 
simply because people refuse to see me. Like the bodiless heads you 
xIbid., p. 122. 
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see sometimes in circus sideshows, it is as though I have been sur¬ 
rounded by mirrors of hard, distorting glass.1 
What do you think the speaker means when he says that he is "invisible" - 
that "people refuse to see me?" In what ways can a person not be seen by in¬ 
dividual people? By society? After some discussion of these questions the 
instructor might clarify Ellison's statement with the following passage: 
When they approach me they see only my surroundings, themselves, or 
figments of their imagination - indeed, everything and anything except 
me. . . . That invisibility to which I refer occurs because of a 
peculiar disposition of the eyes of those with whom I come in contact. 
A matter of the construction of their inner eyes, those eyes with 
which they look through their physical eyes upon reality 
Can you think of some ways in which society views a person through his sur¬ 
roundings? Are people usually associated with particular physical environ¬ 
ments? How can people see themselves or figments of their imaginations in 
other people? Could this be one way of defining a stereotype? 
C. Another possible means of promoting discussion involves the presenta¬ 
tion of the following excerpts from James Baldwin's Nobody Knows My Name; 
In America, the color of my skin had stood between myself and me; in 
Europe, the barrier was down. Nothing is more desirable than to be 
released from an affliction, but nothing is more frightening than to 
be divested of a crutch. It turned out that the question of who I was 
was not solved because I had removed myself from the social forces 
which menaced me - anyway, these forces had become interior, and I had 
dragged them across the ocean with me. The question of who I was had 
at last become a personal question, and the answer was to be found in me. 
It would seem, unless one looks more deeply at the phenomenon, that most 
people are able to delude themselves and get through their lives quite 
happily. But I still believe that the unexamined life is not worth 
living: and I know that self-delusion, in the service of no matter what 
small or lofty cause, is a price no writer can afford. His subject is 
himself and the world and it requires every ounce of stamina he can sum¬ 
mon to attempt to look on himself and the world as they are.3 
^Ralph Ellison, Invisible Man (New York, 1952), p. 7. 
^Ibid. 
O 
JJames Baldwin, Nobody Knows My Name (New York, 1961), pp. 11-12. 
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How do the students feel about Baldwin's personal revelations? Can social 
forces become interior forces? Does society's concept of us influence our 
own self-concepts? What is your interpretation of Baldwin's statement that 
"Nothing is more desirable than to be released from an affliction, but 
nothing is more frightening than to be divested of a crutch?" What is your 
opinion on the idea that a writer can not delude himself, but must see him¬ 
self and the world as they are? In what ways are views of the world inten¬ 
tionally distorted by the writer? (Advertising, mass media, propagandist mate¬ 
rials?) Is writing which presents an accurate view of the world more lasting 
than writing of deliberate distortion? 
C. After some discussion of the writer and his view of the world the in¬ 
structor may wish to introduce the concept of the individual's independence 
from society. Without stating a source for the materials, the teacher can 
read or write on the blackboard some of the following statements concerning 
the individual and society: 
How much of human life should be assigned to individuality, and how much 
to society? 
. . . To individuality should belong the part of life in which it is 
chiefly the individual that is interested; to society, the part which 
chiefly interests society. 
. . . everyone who receives the protection of society owes a return 
for the benefit. . . . 
. . . each should observe a certain line of conduct toward the rest. 
This conduct consists, first in not injuring the interests of one 
another . . . and secondly, in each person's bearing his share of the 
labours and sacrifices incurred for defending the society.1 
What are the parts of life that concern only the individual? (One's own 
moral code, religion, choice of friendships, political beliefs?) What 
■1-John Stuart Mill, "Of the Limits to the Authority of Society Over 
the Individual," from On Liberty, in Essential Works of John Stuart Mill 
(New York, 1961), p. 322. 
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parts concern society? (Obeyance of laws for protection of others?) Are 
the elements of our lives which are our own individual concerns still affect 
ed by our social environment? What role does public opinion play in shaping 
our behavior? What about the need to conform to standards of "acceptable" 
behavior? Do the students agree that in return for society's protection 
the individual should "bear the share of labours and sacrifices" for its 
defense? Is the individual absolved of this duty if he feels that society 
does not or has not protected him? 
After some discussion of the above or related questions the instructor 
should ask for student opinion on the identity of the author and time in 
which the passages were written. Is the speaker an American? Do the pas¬ 
sages give any clue to his nationality? Would it make any difference? 
When do you think these statements were made? At this point the teacher 
can explain that these passages were written by John Stuart Mill in the 
England of the l85>0's. it is not necessary to go into detail here about 
Mill's life or social context. Ihe importance of studying works in relation 
to social and historical factors will be presented in the following units in 
more vivid illustrations. The point here is to give added dimension to the 
idea of the individual in society and to provicfce a lead into a discussion of 
the writer and his use of universal themes and topics of discussion of con¬ 
tinuing interest. 
To introduce this concept of the use of universals in writing the 
teacher should read the excerpt from Getting Started: A Preface to Writing 
previously mentioned in the introductory chapter: 
If you can examine an object or experience in its relationship to man 
and to a universal, the writing you do about it will almost inevitably 
say something important. The reader's interest and pleasure will follow 
naturally . . . you will no longer be wondering whether what you have to 
say is worth the saying. Because you are a member of the family of man 
and because you recognize your reader as belonging to the same family, 
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your writing will be natural and meaningful to both you and your reader 
if it has man at its center.^- 
Writing Assignments 
A. Follow the reading of the above passage by showing the class sections 
of the photographic essay The Family of Man. This collection of photographs 
illustrates a number of universal elements of human life: love, fear, lone¬ 
liness, despair, etc. Ask the students to write one or two short paragraphs 
which illustrate a particular emotion or idea expressed in any of these pic¬ 
tures. The assignment need not be uniform. Some students may simply want 
to describe an emotion or idea. Others may want to give possible previous 
events or conditions which might have led to the experience expressed in 
the picture. 
B. This short writing exercise can be followed by the use of another 
effective TCCP technique, the collage: Ask the students to work in groups 
on the construction of a collage which shows any one aspect of man in socie¬ 
ty. If the students have not had previous experience with the collage tech¬ 
nique, the instructor may want to begin by asking students to bring to class 
one printed word or word phrase and one picture which express the same theme. 
Actual construction of the collage can then be done by all the students in 
the classroom. Because the collage technique is a good opportunity for the 
instructor to present visual examples of some concepts of literary style 
such as tone or atmosphere (overall color scheme), structure (arrangement 
of materials on background), symbolism (use of specific pictures to express 
abstractions) and contrast (juxtaposition of collage materials), a related 
writing assignment should follow. Groups can exchange their collages and 
^Getting Started: A Preface to Writing, pp. 33-34. 
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construct a story from them which illustrates not only the theme or idea 
but also the concept of literary style which the collage most visually ex¬ 
presses. Groups can read these stories in a subsequent class period and 
their fellow students can decide which are related to specific collages. 
This in-class criticism of student work will provide much more constructive 
help to the student than just a simple letter-grade and related commentary 
from the teacher on their papers. The exercise also gives the students an 
opportunity to work together which can help establish an air of cooperation 
and mutual respect throughout the course. 
CHAPTER III 
UNIT TWO: "... AND BESSIE SMITH" 
Materials Required 
"Down Hearted Blues." Bessie Smith: The World's Greatest Blues 
Singer. Columbia, GP 33. (Recording) 
"Wasted Life Blues." Any Woman's Blues. Columbia, G 30126. 
(Recording) 
"Why I Sing the Blues." Aretha Franklin: Spirit in the Dark. 
Atlantic, SD 826£. (Recording) 
"My Country Tis of Thy People You're Dying." The Best of Buffy 
Sainte-Marie. Vanguard, SUD 3/U. (Recording) 
Baldwin, James. "The Discovery of What it Means to be an American." 
Nodoby Knows tty Name. New York: Dell Publishing Co., Inc., 
1961. 
Albee, Edward. The Death of Bessie Smith. New York: The New 
American Library, Inc., 1959. 
Jones, LeRoi. Dutchman. New York: William Morrow and Co., 196U. 
To the Teacher 
This unit deals with that elusive human emotion, the "blues." 
The suggested materials express themes of sadness, loneliness, rejection, 
persecution and despair--universal emotional responses to people and social 
situations. The unit begins with the use of song lyrics, an idiom which is 
familiar and easily understood. The two blues numbers by Bessie Smith which 
introduce the lesson were chosen because they show Miss Smith at the begin¬ 
ning and the end of her career. There are numerous selections which are 
equally applicable to the theme of this unit, however, and the instructor 
is encouraged to use those selections which he finds most pertinent. 
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After some consideration of the blues theme and its motivating factors 
it is hoped that the students will be encouraged to so some outside research 
on Bessie Smith and the blues era. Therefore, a suggested introductory ap¬ 
proach to research methodology is included in this unit. It should be noted 
that while this unit does not include any detailed study of blues structure, 
it does present a basis for comparison with works which will be presented in 
the following unit on poetry, and particularly the poems of Langston Hughes. 
To anticipate the coordinating principle behind the following unit, two se¬ 
lections by modern vocalists which give the student an opportunity for making 
simple comparisons of style, theme and structure are also included. 
Excerpts from James Baldwin’s essay, "The Discovery of What it Means 
to be an American," are also suggested because they continue the theme of 
personal identity introduced in the preceding unit. The use of excerpts 
from Edward Albee's play, The Death of Bessie Smith and LeRoi Jones' The 
Dutchman is also suggested. These works give insights into the social con¬ 
ditions surrounding Miss Smith's life and show how the writer employs similar 
themes in differing genres. 
This unit, which is designed for a week of study, includes a number 
of writing assignments in the form of comparative, descriptive and short re¬ 
search exercises. It is hoped that the use of recorded materials will make 
the introduction of these necessary writing exercises less complex and more 
exciting. 
Introductory Procedure 
The instructor can begin the class period by playing a number of se¬ 
lections from any Bessie Smith recordings to give the students some intro¬ 
duction to the tone and the style of Bessie Smith's blues. Student famil¬ 
iarity with the blues will vary from class to class, so the instructor may 
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wish to ask a student for some general background information concerning 
Bessie Smith’s life and career. If no student is familiar with Bessie 
Smith, the instructor can read the short biographical sketch, "Empress of 
the Blues," by Chris Albertson of Downbeat Magazine which accompanies the al¬ 
bum, The World's Greatest Blues Singer.^ 
Discussion Procedure 
The instructor should play the selection "Down Hearted Blues" followed 
by "Wasted Life Blues" (Appendix A) and ask the students to give the general 
thematic content of both songs. Ihe students will probably respond by say¬ 
ing that both songs deal with a life of sorrow and rejection or a search for 
happiness and meaning in life. After some discussion of these themes the in¬ 
structor should play both selections again while the students follow the 
lyrics in the printed form included in the appendices to this unit. A fol¬ 
low-up discussion should center on the specific situations expressed in the 
lyrics of each song which lead to these themes. Do both songs deal with a 
failing love affair? If not, what is the basis for the feeling of discontent 
expressed in the second song? Is this selection more concerned with life's 
problems in general? Does it seem to make more of a personal statement? 
Through this type of discussion, the students should see that although both 
songs deal with similar themes, "Down Hearted Blues" deals with the conven¬ 
tional blues lyric of an unfaithful love, while "Wasted Life Blues" makes a 
personal as well as universal statement about the disappointments of the 
human condition. 
The instructor might continue this discussion by asking students if 
they feel that either song bears any direct relation to Bessie Smith's 
■^Chris Albertson, "Empress of the Blues," in Bessie Smith: The World's 
Greatest Blues Singer (Columbia, GCP33). 
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personal life? Which song do the students feel was recorded first? Does 
"Wasted Life Blues" seem to show an added outlook towards life which is not 
present in "Down Hearted Blues?" After some disucssion of the last question, 
the instructor might read the following passage: 
Though she was still in complete control of her powerful voice, the 
Empress of the Blues saw the end of her reign at the dawn of the Swing 
Era. She continued to tour until her death, in 1937, but she was no 
longer able to command a salary anywhere near her worth and, although 
still a headliner, she now had to share billing with other performers. 
In February of 1936, she appeared at Connie's Inn in New York. 
During her stay there, an item appeared in the Chicago Defender which 
would indicate that she hoped to stage a comeback. It is a sad piece, 
for she comes off as a fallen star unconvincingly assuring her fans 
that things have never been better. The heading underlines that fact: 
New York Sees Bessie Smith: Wonders Where She's Been. 
Is any significance added by the knowledge that one song was Bessie Smith's 
first recording and that the other was recorded when her popularity had be¬ 
gun to fall drastically? 
B. As a means of furthering student discussion the instructor should read 
aloud the following passage from James Baldwin's essay, "The Discovery of 
What it Means to be an American," which deals with the theme of personal 
identity introduced in the preceding unit. In this essay Baldwin speaks of 
his attempts to regain his suppressed racial and national identity: 
... I, like many a writer before me upon the discovery that his props 
have all been knocked out from under him, suffered a species of break¬ 
down and was carried off to the mountains of Switzerland. There, in 
that absolutely alabaster landscape, armed with two Bessie Smith records 
and a typewriter, I began to try to re-create the life that I had first 
known as a child and from which I had spent so many years in flight. 
It was Bessie Smith, through her tone and cadence, who helped me to 
dig back to the way I must have spoken when I was a pickaninny, and to 
remember the things I had heard and seen and felt. I had buried them 
very deep. I had never listened to Bessie Smith in America (in the 
same way that, for years, I would not touch watermelon), but in Europe 
she helped to reconcile me to being a "nigger." 
^Ibid., pp. h-5. 
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I do not think that I could have made this reconciliation here. 
Once I was able to accept my role—as distinguished, I must say, from 
my "place"--in the extraordinary drama which is America, I was re¬ 
leased from the illusion that I hated America.1 
Students should be asked to give their views on Baldwin's statements. How 
did Baldwin respond to his American environment? Does Baldwin's departure 
from America show how one can still be affected by an environment even 
though he is no longer a part of that environment? (if students do not 
bring up the topic themselves, the instructor might at this point remind 
the class of the discussion in the previous unit which dealt with social 
forces becoming interior forces.) Why was it necessary for Baldwin to 
"rediscover" aspects of his early life? Does removing yourself from a 
situation help you to see that situation more clearly? What is your inter¬ 
pretation of the words "place" and "role" as Baldwin uses them in reference 
to "the drama which is America?" 
C. A consideration of excerpts from the plays The Death of Bessie Smith 
by Edward Albee and Die Dutchman by LeRoi Jones is another means of approach¬ 
ing the theme of the artist's response to his environment. The instructor 
should begin by reading or asking a student to read the following passage 
from The Dutchman: 
Old bald-headed four-eyed ofays popping their fingers . . . and don't 
know yet what they're doing. They say, 'I love Bessie Smith.' And 
don't even understand that Bessie Smith is saying, 'Kiss my ass, kiss 
ray black unruly ass.' Before love, suffering, desire, anything you can 
explain, she's saying, and very plainly, 'Kiss my black ass.' And if 
you don't know that, it's you that's doing the kissing. 
If Bessie Smith had killed some white people she wouldn't have needed 
that music. She could have talked very straight and plain about the 
world. No metaphors. No grunts. No wiggles in the dark of her soul. 
Just straight two and two are four. Money. Power. Luxury. Like that. 
-'-James Baldwin, "The Discovery of What It Means to be an American," 
from Nobody Knows My Name (New York, 1961), pp. 18-19. 
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All of them. Crazy niggers turning their backs on sanity. When all 
it needs is that simple act. Murder. Just murder! Would make us 
all sane.l 
The students should have a number of opinions with regard to the above 
passage. The instructor might open the discussion by asking if this ex¬ 
cerpt adds any further dimension to the motive behind the blues lyric or 
blues style? Do the students feel that the Bessie Smith numbers show ele¬ 
ments of protest or defiance "before love, suffering, desire, anything you 
can explain?" What are the students' opinions on Clay's statement that 
"if Bessie Smith had killed some white people she wouldn't have needed that 
music. . . . She could have talked very plain and straight about the world. 
No metaphors?" Does this idea tell us anything about the relation of the 
creative response to society? Would a variation of the same idea apply to 
types of poetry, drama, or fiction? What are some of the reasons why a 
writer does write? (To protest, to expose, to inform, to entertain, to in¬ 
struct?) 
Another approach which might be effective when used in conjunction 
with biographical material concerning Bessie Smith involves the study of 
excerpts from Edward Albee's Ihe Death of Bessie Smith. A discussion of 
these passages would not only add to the thematic idea of the artist in re¬ 
lation to society, but would show how the writer adapts themes for use in 
different genres. The following passage and discussion questions present 
one example of how such a lesson could be approached: 
Hey . . . Bessie! C'mon, now. Hey . . . honey? Get your butt out of 
bed . . . wake up. C'mon; the goddam afternoon's half gone; we gotta 
get movin'. Hey ... I called that son-of-a-bitch in New York . . . 
I told him, all right. I told him what you said. Wake up, baby, we 
gotta get out of this dump; I gotta get you to Memphis 'fore seven 
•*T,eRoi Jones, The Dutchman (New York, 196k), pp. 3U-35. 
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o'clock . . . and then . . . POW! ... we are headin' straight north. 
Here we come; NEW YORK. I told that bastard ... I said: Look, you 
don't have no exclusive rights on Bessie . . . nobody's got 'em . . . 
Bessie is doin' you a favor . . . she's doin' you a goddam favor. She 
don't have to sing for you. I said: Bessie's tired . . . she don't 
wanna travel now. An' he said: You don't wanna back out of this . . . 
Bessie told me herself . . . and I said: Look . . . don't worry your¬ 
self . . . Bessie said she'd cut more sides for you . . . she will . . . 
she'll make all the goddam new records you want . . . What I mean to say 
is, just don't you get any ideas about havin' exclusive rights . . . be¬ 
cause nobody's got 'em. (Giggles) I told him you was free as a bird, 
honey. Free as a goddam bird. (Looks at her, shakes his head) 
You ain't been forgotten, honey, but they are askin' questions. SO YOU 
GET UP! We're drivin north tonight, an' when you get in New York . . . 
you show 'em where you been. Honey, you're gonna go back on top again 
... I mean it . . . you are. I'm gonna get you up to New York. 
'Cause you gotta make that date. I mean sure, baby, you're free as a 
goddam bird, an' I did tell that son-of-a-bitch he don't have exclusive 
rights on you . . . but, honey . . . he is interested . . . an' you 
gotta hustle for it now. You do; 'cause if you don't do somethin', peo¬ 
ple are gonna stop askin' where you been the past four-five years.f 
Although Bessie Smith does not appear in any scene of this play, Albee is able 
to present a vivid picture of the singer and her reaction to the drastic de¬ 
cline in her popularity. How does Albee achieve this characterization? In 
which lines do other characters speak for Bessie? Does her lack of response 
to Jack's questioning give some indication of her mental and emotional state? 
Although Jack states that she is "going back on top" and that she is "free 
as a bird," do we sense that Bessie's situation is practically hopeless? 
How does the writer present us with this understanding? There are a number 
of approaches which can follow this discussion of dramatic technique. An 
effective procedure would be to compare scenes of thematic or structural 
relation in both plays. Perhaps the most dramatic examples for comparisons 
are the scenes in which Lula berates Clay for his middle-class values in the 
O 
Jones play, and the scene in which the nurse accuses the orderly of trying 
^Edward Albee, The Death of Bessie Smith (New York, 1959), pp. 37-39. 
p 
^Jones, op.cit., pp. 18-21. 
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to escape his own identity in the Albee play."'- The instructor may also want 
to consult the unit, "Language and Speech: Fiction," in the Responsibility 
O 
sequence for added approaches to Albee1 2s The Death of Bessie Smith. 
D. Another approach to this unit involves the comparison of two contem¬ 
porary recordings with the vocal selections by Bessie Smith. Because it is 
more closely related in form and style, the instructor may want to begin 
with Aretha Franklin's interpretation of "Why I Sing the Blues." (Appendix 
B) Students should follow the printed lyrics included in the appendices to 
this unit while the teacher plays this selection. Discussions could begin 
with some comparisons between this selection and the two Bessie Smith numbers. 
What are some of the structural features of the Aretha Franklin number which 
compare with elements in the two blues numbers? (Repetition of lines, use of 
chorus?) Students may also want to bring out contrasts in the style in which 
the songs are delivered. (Faster tempo, freer, more spontaneous delivery of 
the lyrics?) After some consideration of the structural and stylistic similar¬ 
ities and contrasts between the songs, the discussion should deal with themat¬ 
ic relationships. What are the reasons behind the blues in the modern selec¬ 
tion? (Overcrowded or substandard living conditions, educational discrimina¬ 
tion, false promises?) How do these lyrics differ from those used in the 
Bessie Smith numbers? Are they more concerned with exposing specific social 
problems? Would the students consider this number a protest song? Does it 
contain any more protest than Bessie Smith's "Wasted Life Blues?" (Here the 
instructor might remind the students of LeRoi Jones' definition of Bessie 
Smith's motivation in singing the blues.) 
1Albee, op.cit., pp. h5-h6. 
2"Language and Speech: Fiction," in Responsibility: A Thematic Sequence 
of English Units, ISE (Washington, D. C., 1971), p. 97. 
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At this point the teacher may want to play Buffy Sainte-Marie1s "My 
Country Tis of Thy People You're Dying" which catalogues the many injustices 
which have been made against the native American Indian. (Appendix C) Do 
the students see any relation between this selection and the blues numbers? 
Are there greater similarities between this selection and the Aretha Frank¬ 
lin number? Would the students consider this number a protest song? Are 
both songs trying to expose hypocrisy and inhumanity? How does the structure 
of this song differ from the previous songs we have studied? Does it have 
a more formal or rigid structure? How is its structure particularly suited 
to its message? Although this song relates specifically to the plight of 
the American Indian, does it contain a universal statement as well? What is 
your interpretation of the repeated phrase "my country tis of thy people 
you're dying"? While the purpose of such a discussion is to give the student 
some experience in comparing works of different periods and styles, these 
materials could also serve as a basis for the study of a number of literary 
techniques such as symbolism, imagery and metaphor, and the instructor is 
encouraged to pursue such study in the manner which he finds most effective. 
Writing Assignments 
There aremany introductory exercises in research reporting comparative 
and descriptive writing which can grow out of the use of the materials in¬ 
cluded in this unit. The following are just a few examples of such assign¬ 
ments . 
A. If the class seems to have developed an interest in Bessie Smith or 
the blues era, the instructor should ask the students to do some general re¬ 
search on her life, making sure to list the source from which they acquire 
their information. This assignment should not be a research paper, but a 
short oral contribution of two or three facts based on a few written notes 
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which relate to the topic in question. In the following class period the 
students should present their bits of research data as the instructor cata¬ 
logues these contributions on the blackboard. Using one or two students as 
recorders, the students and the instructor should then construct a short 
biographical or historical sketch in class. When all of the factual material 
gathered by the students is placed on the blackboard, the class should have 
no great difficulty in deciding on an organization procedure on their own. 
After the material has been arranged in an organized form acceptable to all 
the students, the instructor can demonstrate a research format for citing 
source material within the paper (general footnote format, inclusion of 
source material within the body of the paper, use of quotations set off 
from the body of the paper, etc.). A number of such group efforts based on 
related topics of interest throughout the course should give students con¬ 
tinued practice in and familiarity with research methodology. It is hoped 
that after repeated encounters with this type of group library report, the 
students will not be overwhelmed by the seeming enormity of constructing 
their own research papers at the end of the composition course. 
B. In a short paper the students could be asked to compare one aspect of 
the recorded materials used in this unit. Some students may want to deal 
with the unique vocal styles of the three singers, while others may want to 
consider the comparison of structure or theme in the lyrics. Because this 
is a beginning exercise in comparative analysis, however, the instructor 
should restrict these assignments to just one basis of comparison. In this 
way, the students will not have to be concerned with a large assortment of 
topics for consideration, but can concentrate their efforts on a few, clear 
examples of comparison and contrast. 
C* To give the class some experience in descriptive writing, the 
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instructor may want to assign an exercise dealing with the description of 
a particular singer's performance. Students can be asked to write the 
cover notes for a record of their own choosing and then read these notes 
as they play the particular record for the class. Judging by what they 
have heard, the student's classmates can criticize the assignment on the 
basis of its adequacy in describing the record. 
Another assignment might be to ask students to write a short news¬ 
paper or magazine review describing a musical performance which they have 
seen or imagined. The instructor may want to bring to class a number of 
reviews from newspapers and magazines to give the students some models for 
writing their reviews. Students should be encouraged to make their reviews 
as descriptive as possible by using a large number of sensory impressions: 
What was the singer wearing? What color was her hair, her eyes, her clothes, 
etc.? How did the audience react to the performance? How did the singer 
sound in the particular room in which she was singing? What was the tone 
of her voice? What kind of delivery did she use? This type of assignment 
should appeal to the students and at the same time develop concepts of de¬ 
scriptive writing which can be refined in later exercises within the course. 
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UNIT TWO: APPENDIX A 
Down Hearted Blues 
Gee, but it's hard to love someone when tiiat 
someone don't love you. I'm so disgusted, 
heartbroken too. I've got those down hearted blues. 
Once I was crazy about a man. He mistreated 
me all the time. Ihe next man I get has got to 
promise me to be mine all the time. 
Trouble, trouble, I've had it all my days. 
Trouble, trouble, I've had it all my days. 
It seems like trouble going to follow me to my grave. 
I ain't loved but three men in my life. 
I ain't loved but three men in my life. 
I thought of my brother, the man that wrecked my life. 
It may be a week, it may be a month or two. 
It may be a week, it may be a month or two. 
But the day you quit me, honey, it's coming home to you. 
I've got the world in a jar, the stopper's in my hand. 
I've got the world in a jar, the stopper's in my hand. 
I'm going to hold it until you mean to love me like a man. 
Wasted Life Blues 
I've lived a life, but nothing I've gained. 
Each day I'm full of sorrow and pain. 
No one seems to care enough of poor me 
To give me a word of sympathy. 
Oh me, Oh my. Wonder what will the end be? 
Oh me, Oh my. Wonder what will become of poor me? 
No father to guide me, no mother to care, 
Must bear my troubles all alone. 
Not even a brother to help me share 
This burden I must bear alone. 
(Chorus) 
I'm sitting and thinking of the days gone by, 
They fill my heart with pain. 
I'm too weak to stand and too strong to cry, 
But I'm for getting it all in vain. 
(Chorus) 
I've traveled and wandered almost everywhere 
To get a little joy from life. 
Still, I've gained nothing but wars and despair, 
Still suffering in this world of strife. 
Oh me, Oh my. Wonder what will the end be? 
Oh me, Oh my. Wonder what will become of poor me? 
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UNIT TWO: APPENDIX B 
Why I Sing the Blues 
Everybody wants to know why I sing the blues. 
Everybody wants to know, now, why I keep crying the 
blues. Well, I've been around a little while and 
I've paid some dues. Yes I have. 
People laying in ghetto flats cold and numb. 
Looking at roaches telling bedbugs to move over and 
give them some . . . oh, it's tight in here. That's one 
reason I'm singing the blues. Been around a long 
time and God knows, I've paid a few dues. Yes I have. 
Stood in line at the county hall. Heard a man 
say we're gonna build some high-rises for y'all. 
Urban renewal. What kind of removal? Talk to me. 
Don't feel bad about it, just try and be free. 
I don't want my kids growing up to be no fools. 
You keep rappin to me y'all ain't got no room in 
school. And you want to know why I'm singing the 
blues. Been around a little while and I've seen some 
people pay dues. Yes I have. 
Some of my friends told me I was born to lose. 
But when I looked around they were singing the same 
old kind of blues. And you want to know why I'm 
singin them this evening. Don't be ashamed of it. 
Everybody pays some dues sometimes. 
B. B. King 
(as sung by Aretha Franklin) 
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UNIT TWO: APPENDIX C 
My Country Tis of Thy People You're Dying 
Now that your big eyes are finally opened. Now that you're won¬ 
dering how must they feel, meaning them that you've chased cross 
America's movie screens. Now that you're wondering how can it be real 
that the ones you've called colorful, noble and proud in your school 
propaganda, they starve in their splendor. You've asked for my com¬ 
ment, I simply will render; My country tis of thy people you're 
dying. 
Now that the long houses breed superstition you force us to send 
our toddlers away to your schools where they're taught to despise their 
traditions, forbid them their languages and further say that American 
history really began when Columbus set sail out of Europe that day. 
Stress that the nation of leeches that's conquered this land are the 
biggest, and boldest, and best. And yet where in your history books 
is the tale of the genocide basic to this country's birth. Of the 
preachers who lied. How the Bill of Rights failed. How a nation of 
patriots returned to their earth. And where will it tell of the Liber¬ 
ty Bell as it rang with a thud o'er the Kinsoa mud. And of brave Uncle 
Sam in Alaska this year. My country tis of thy people you're dying. 
Hear how the bargain was made for the West. With her shivering 
children in zero degrees. Blankets for land so the treaties attest. 
Oh well, blankets for land is a bargain indeed. And the blankets were 
those Uncle Sam had collected from small-pox disease dying soldiers 
that day. And the tribes were wiped out and the history books censored. 
A hundred years of your statesmen have felt it's better this way. Yet 
a few of the conquered have somehow survived. Their blood runs the red 
earth though genes have been paled. From the Grand Canyon's caverns to 
craven sad hills the wounded, the losers, the robbed sing their tale. 
From Los Angeles county to upstate New York the white nation fattens 
while others grow lean. Oh the tricked and evicted they know what I 
mean. My country tis of thy people you're dying. 
The past, it just crumbled. The future just threatens. Our life's 
blood shut up in your chemical tanks. And now, here you come, bill of 
sale in your hand and surprise in your eyes that we're lacking in thanks 
for the blessings of civilization you've brought us, the lessons you've 
taught us, the ruin you've wrought us. Oh see what our trust in Ameri¬ 
ca's brought us. My country tis of thy people you're dying. 
Now that the pride of the sires receives charity. Now that we're 
harmless and safe behind laws. Now that my life's to be known as your 
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heritage. Now that even the graves have been robbed. Now that our own 
chosen way is a novelty. Hands on our hearts we salute you your victory. 
Choke on your blue, white and scarlet hypocrisy. Pitying the blindness 
that you've never seen. That the eagles of war who's wings lent you 
glory were never no more than carrion crows. Pushed the wrens from 
their nest, stole their eggs, changed their story. The mockingbird sings 
it, it's all that she knows. "'What can I do?", say a powerless few with 
a lump in their throat and a tear in their eye. Can't you see that their 
poverty's profiting you? My country tis of thy people you're dying. 
Buffy Sainte-Marie 
CHAPTER IV 
UNIT THREE; "THE POET IN SOCIETY" 
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To the Teacher 
The overall purpose of this unit is to provide the student with an 
opportunity to see poetry as a lively and entertaining form of literature. 
He should also see that poetry is a form of writing which he can use to 
forcefully express his own ideas and emotions. This unit also deals with 
the concept of the writer and his relation to society, and illustrates the 
importance of studying specific literary works within larger literary move¬ 
ments. Although a number of poems from assorted literary periods are in¬ 
cluded in the other units which make up this thematic sequence, this parti¬ 
cular unit deals specifically with the poetry of the Harlem Renaissance and 
the contemporary black poetry movement. It is hoped that an isolated study 
of these two literary movements and the motivating factors behind them will 
focus the student's attention on the need for a study of writing within a 
literary and social context. These two particular periods were chosen be¬ 
cause they lend themselves to a number of contrasts and comparisons in 
theme, structure, language and style. In addition, the immediacy of con¬ 
temporary black poetry provides the student with a feeling of familiarity 
and involvement on which a larger, more inclusive study of both periods 
can be based. 
In Teaching Language, Composition, and Literature, Mary Elizabeth 
Fowler has pointed out that students usually object to the study of poetry 
because they feel that poetry is "hard to understand" and consequently the 
teacher usually "picks the poem apart line by line." Students enjoy playing 
with the meaning of a poem and giving their own interpretations of figura¬ 
tive language, however, and Fowler suggests that pleasure should precede 
analysis in the study of poetry.^- This unit follows Fowler's suggestion 
iFowler, op.cit., p. 262. 
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in that it does not ask students to "dissect" poems, but to be aware of 
some poetic techniques such as metaphor, similie, imagery and figurative 
language, which give poems their particular impact and appeal. 
Some mention should be made of the usefulness of a study of poetry 
to the teaching of composition. This unit includes a number of writing as¬ 
signments which should aid in the development of writing skills employing 
several techniques of composition. The usefulness of such an approach is 
best illustrated by referring to Marvin Bell's essay, "poetry and Freshman 
Composition": 
Because poetry is generally concise, poems may be studied as if they 
were miniatures of more expanded writings, in some cases perhaps a 
shorthand for essays. A poem may be narrative, expository, critical 
or argumentative. It may be more than one of these in succession, or 
at once. Chances are, if it's an effective poem, it will have not 
only a beginning, middle and end, but also an introduction and a con¬ 
clusion. That is, the student discovers why a poem begins and ends 
as it does.l 
To some extent, the poems which appear in this unit will be grouped ac¬ 
cording to representative techniques of composition as well as thematic 
type. Through exercises which require not only research, but the defense 
or criticism of particular poems, the comparison of poems and poetic styles, 
and verse writing, the assignments in this unit will advance the student's 
abilities in a variety of compositional techniques. 
Introductory Procedure 
An effective introduction to this poetry unit involves the use of 
Langston Hughes' "The Weary Blues," "Harlem" and "Same In Blues." The in¬ 
structor should pass out copies of these poems to the students and either 
read aloud or ask a student to read the first selection, "The Weary Blues." 
■^-Marvin Bell, "Poetry and Freshman Composition," in Teaching Freshman 
Composition, eds. Gary Tate and Edward P. J. Corbett (New York, 1967), 
p. 88. 
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(Appendix A) This poem should be read aloud a number of times by different 
students to give the class some experience with a variety of different oral 
interpretations. The instructor might then play the recording Langston 
Hughes Reads and Talks About His Poetry in which Hughes reads this poem and 
tells how it came to be written. The instructor might then ask the class 
what portions of the poem bring to mind the blues lyrics of the previous 
unit. The students will, of course, answer that the two stanzas in quota¬ 
tions are representative blues lyrics. The instructor should then ask what, 
apart from the quotation marks, marks these lines as lyrics? Do these two 
stanzas have similar structures? Does their structure differ from that of 
the body of the poem in which they appear? The students should see that 
both stanzas use a repeated first verse expressing a statement which is 
followed by a third verse which completes that statement. Once the students 
have grasped this structural arrangement of lines, the instructor should re¬ 
turn their attention to the entire poem. How does Hughes suggest the feeling 
of the blues in the complete poem? Are certain lines repeated? Are word 
phrases repeated? Even though no specific verses and choruses appear in 
this poem, does it suggest the verse and chorus form of a blues song? 
After this brief discussion of poetic structure in "The Weary Blues," 
the instructor could ask the students to read and compare the poems, 
"Harlem" and "Same In Blues." (Appendix B) In these poems Hughes first 
presents several definitions of a "dream deferred" and then transfers these 
definitions into characteristics expressed in blues lyrics. In class, the 
students as a group could construct additional four-line verses which might 
illustrate some other possible characteristics of a "dream deferred." Some 
examples might be frustration, rejection, or anger. With a brief statement 
on blues structure and with the Hughes poems as models, the students should 
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have no trouble in coming up with a number of expressive additonal verses. 
This exercise involves the entire class in the creation of one basic form 
of poetry and should be enjoyable as well as instructive. The students 
should more readily understand the basic concept of poetic structure by 
actually constructing their own blues lyrics rather than by simply dis¬ 
cussing that concept. After the students have worked together on a number 
of definitions of a "dream deferred," the instructor might want to pass out 
the following poems by Hughes which are also in the blues lyric format: 
Evil 
Looks like what drives me crazy 
Don't have no effect on you - 
But I'm gonna keep on at it 
Till it drives you crazy, too. 
Hope 
Sometimes when I'm lonely, 
Don't know why, 
Keep thinkin' I won't be lonely 
By and by. 
Bad Morning 
Here I sit 
With my shoes mismated. 
Lawdy - mercy! 
I's frustrated! 
Wake 
Tell all my mourners 
To mourn in red - 
Cause there ain't no sense 
In my bein' dead.-*- 
As an overnight assignment the students could be asked to write their own 
four-line definitions of abstract terms such as hope, evil, love, hate, 
jealousy or friendship. The instructor should conclude this introductory 
-^-Hughes, "Evil," "Hope," "Bad Morning," and "Wake," in Selected Poems 
of Langston Hughes (New York, 1958). 
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lesson by explaining that Langston Hughes played a prominent role in the 
literary movement known as the Harlem Renaissance, and that this period 
will be studied in relation to the contemporary black poetry movement. 
Discussion Procedure 
A. After some discussion of the students' assignments involving the 
blues lyric, the instructor should direct the students' attention to a study 
of some basic poetic devices such as metaphor, similie, personification, 
apostrophe and imagery. The approach suggested here uses the blues lyric 
and blues-related poetry as a basis for the introduction of these techniques 
and is adapted from Samuel Charters' The Poetry of the Blues.^ The use of 
blues examples for the illustration of these poetic devices is suggested for 
a number of reasons. It provides a sense of continuity for the student when 
used as a basis for both appreciation and analysis. These blues lyrics 
illustrate simply and vividly the particular poetic devices in question. 
Through simple, introductory exercises in imitating these devices in blues 
style the student will see that these techniques are not simply classroom 
terms used in the dissection of obscure poetry, but are effective tools 
for self-expression which can be used in a variety of ways. 
In discussing each of these poetic devices the instructor might first 
present an illustrative example from the blues idion and ask for student 
analysis of the particular device. What effect has the speaker produced 
in these lines? Through what words or word usage is this effect achieved? 
When the students have analyzed the examples the instructor should enlarge 
and refine their definitions. After some discussion of the technique, the 
student should be encouraged to write a few lines which incorporate the 
^Samuel Charters, The Poetry of the Blues (New York, 1963), pp. 20- 
30. 
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technique in their construction. The following are a few examples: 
Similie 
"My woman has a heart like a stone cast in the sea. . . ." 
"Put your arms around me like the circle 'round the sun." 
(love is like) "the achin' heart disease, like 
consumption, killing me by degrees." 
Similie is a direct comparison which usually uses "like" or "as" 
to show a relation between objects of different classes. 
Metaphor 
"Before I be your dog, if I had my way, Make you walk the log." 
Metaphor likens one object to another by saying that one object 
"is" another object. 
Personification 
"People, I've stood these blues 'bout as long as I can. 
I walked all night with these blues, we both joined hand in hand." 
"Blues grabbed me at midnight, didn't turn me lose 'til day. 
I didn't have no mamma, to drive these blues away." 
Personification gives to an object or an idea the characteristics 
of a human being. 
Apostrophe 
"Go down sunshine, and see what tomorrow brings. 
Lord he may bring sunshine, then again, he might bring rain." 
Apostrophe speaks to something inanimate as if it were human. 
Imagery 
Instead of: "I got something to tell you going to 
make you cry ..." 
"I got something to tell you, woman, make the hair 
rise on your head. I got something to tell you, woman, 
make the spring cry on your bed." 
Imagery creates a picture in the mind of the inexpressible 
through words. The mind grasps the idea by mentally seeing 
the picture. 
Through exercises which ask for an analysis of these poetic devices without 
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a fore-knowledge of their technical definition, the students should more 
readily grasp the purpose or effect which such definitions can provide in 
their own writing. These are just some examples which illustrate a few 
poetic devices, and the instructor may want to expand this presentation 
by including a wider variety of examples and presenting assignments of 
greater complexity. Another useful approach for the illustration of similie 
and metaphor may be found in the unit "An Approach to Metaphor, Symbol, and 
Sentence Patterns" in the Choice and Temptation sequence.'*' 
B. Perhaps the best way of initiating a discussion of the poems included 
in this unit is to lift them out of their literary context. In other words, 
the instructor should not, at first, present these poems as representative 
examples of any poetry movement. The procedure which is suggested here be¬ 
gins by grouping the poems according to thematic and structural relation. 
Later, with some guidance from the instructor, the student should be motivated 
to research literary trends and characteristics on his own and share these 
findings with the class. In this way, the similarities and differences of 
the two literary periods treated in this unit will be discovered by the 
students, rather than categorized by the instructor. Once the students 
have become interested in making some comparisons on their own, the instruc¬ 
tor may want to direct their attention to the short reference list which is 
included in the appendices to this unit. Student research can involve 
groups or individuals in such projects as oral reports, short written assign¬ 
ments and panel discussions or debates. It should be noted that the poems 
used in this unit represent only one approach to poetry, i.e., man responding 
to his social environment. Because this approach may give a somewhat one-sided 
-*-"An Approach to Metaphor, Symbol, and Sentence Patterns," in Choice 
and Temptation. ISE (Washington, D. C., 1971), pp. 51-52. 
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view of both literary periods, the instructor should make it clear that the 
poets included in this unit deal with a number of themes and subjects which 
are not restricted to social commentary. 
The instructor may want to introduce the study of these poems by con¬ 
tinuing with the works of Langston Hughes. This unit, however, suggests 
the use of Don Lee's "In a Period of Growth" to open the discussion. 
(Appendix C) This poem is vivid and unadorned and it presents at least two 
aspects of the new black poetry movement in a simple, straightforward style. 
After the students have read this poem aloud a number of times, the instruc¬ 
tor should ask the class what theme or central idea the poem expresses. What 
is the change that has taken place in the speaker's attitude toward his own 
identity in the last seven years? Has any change taken place, or has the 
speaker merely accepted the term "black" for "Negro"? Do these terms have 
different meanings or connotations in contemporary society? In contemporary 
poetry? What is the significance of the title, "In a Period of Growth?" The 
students should also consider the structural aspect of the poem. How does 
this poem differ from the students' idea of a "conventional" poem? (Lack 
of capitalization, little use of punctuation, use of word contractions?) 
Why has the poet structured this poem in this way? After some consideration 
of these questions, the instructor may want to read the following excerpt 
from the Preface to Don't Cry, Scream: 
Black poetry in form/ sound/ word usage/ intonation/ rhythm/ repetition/ 
direction/ definition & beauty is opposed to that which is now (& yester¬ 
day) considered poetry, i.e., white poetry. . . . Whereas, black poets 
deal in the concrete rather than the abstract (concrete: art for peo¬ 
ple's sake; black language or Afro-American language in contrast to 
standard English, etc.).*- 
This excerpt should be followed by the playing of "In a Period of Growth" 
■*-Don Lee, Don't Cry, Scream (Detroit, Mich., 1969), p. 15. 
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on the tape Think Black, which presents a dramatic example of Lee's use of 
sound, intonation and rhythm. Because Lee's "But He Was Cool" (Appendix D) 
is structurally more complex, the class may want to experiment with group 
readings in dealing with this poem. As a possible overnight assignment the 
students could be asked to prepare oral presentations of the poem using a 
number of individual speakers or choruses. This exercise, which actively 
involves each student with the poem, can help demonstrate a number of poetic 
techniques such as phrasing, repetition and unexpected word usage, which ap¬ 
pear in Lee's poetry. 
The poems of Countee Cullen make a striking contrast to those of Don 
Lee and might effectively be introduced at this point. The first aspect of 
Cullen's writing which the students will notice (and perhaps bemoan) is his 
more conventional approach to poetic structure. This unit suggests that the 
instructor concentrate on Cullen's theme initially, reserving a discussion 
of rhyme scheme, metrical analysis, alliteration, etc., for discussion when 
the class has had sufficient experience with poetry to deal with these terms. 
The instructor can begin with Cullen's statement in "From the Dark Tower." 
(Appendix E) To avoid confusion he may want to read this poem aloud to the 
class and then ask the students for their interpretations of Cullen's meaning 
in the first eight lines. Who are the "others," the "lesser men?" What does 
the poet mean when he says (we will) "not always bend to some more subtle 
brute?" Is the poet issuing a warning or prophecy? Why does Cullen con¬ 
trast the "sable breast" of night with the "stark, white stars?" What are 
the "agonizing seeds?" Could they be seeds of hatred, seeds of revolt? The 
students should see that this poem makes, in a somewhat different approach 
from "revolutionary" poetry, a statement of protest. The students' attention 
should then be directed to "Yet Do I Marvel." (Appendix E) What kind of 
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God does Cullen represent in this poem? Is he a compassionate God? What 
are the examples that Cullen uses to show that this is a God who allows 
evil and suffering in man's world? (The teacher may want to explain the 
punishments of Tantalus and Sisyphus in the gulf of Tartarus.) How does 
Cullen make a comment on his environment through the paradox of the Negro 
poet in the line "to make a poet black, and bid him sing?" 
Two poems which are somewhat similar in structure and theme are Claude 
McKay's "America" and "The White City." (Appendix F) In the first poem 
McKay speaks of the awesome vastness and enormity of the "cultured hell" 
that is America and states that he will stand "erect against her hate." In 
"The White City" McKay expresses a sense of bitterness and rebellion in lines 
which explain the necessity of nourishing a "life-long hate" for survival. 
While the instructor will want to deal with these poems as examples of man 
in defiance of a hostile environment, they also provide an excellent basis 
for a more extended study of the poetic devices introduced in the blues 
lyrics. Students should be asked to point out the use of similie ("Her 
vigor flows like tides into my blood," "Her bigness sweeps my being like a 
flood"), metaphor ("My being would be a skeleton, a shell"), and personifi¬ 
cation ("She feeds me bread of bitterness, and sinks into my throat her 
tiger's tooth," "Beneath the touch of time's unerring hand"), 
The poem "For Saundra" (Appendix G) by Nikki Giovanni adds another 
dimension to the idea of the writer in society. In this poem Giovanni 
states that she is unable to find any "poetic" subjects in today's world, 
and concludes by saying that "perhaps these are not poetic times at all." 
The reading of this poem could easily lead into a discussion of the writer's 
function in society. What should be the writer's purpose or goal? (To pro¬ 
test, to effect social change, to entertain?) Do the particular physical 
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surroundings of a poet shape the subjects that he will deal with? At this 
point the instructor may want to read the following passage by Clarence 
Major, a contemporary poet: 
The inner crisis of black reality is often studded ... by the swift, 
vividly crucial facts and artifacts of social reality; which consists 
in part, anyway, of all the implications and forces of mass media, the 
social patterns, the bureaucratic and mechanical mediums of human per¬ 
ceptions, even of the quickly evolving nature of the human psyche in 
this highly homogenized culture, in all of its electric processes and 
specialist fragmentation. Black reality, in other words, is like any 
other reality profoundly effected by technology. ■*- 
Following the reading of this excerpt, the students could be asked if they 
see any evidence of the influence of society's fluctuating demands in the 
poem "Balances " (Appendix H) in which the speaker has been conditioned to 
balance one element of life against another. What are the examples given 
in the poem of types of "balances?" What are some other balances which so¬ 
ciety requires us to make? How has the speaker in this poem been influenced 
by this mechanical process of weighing alternatives? Why does she state 
that she has begun to balance a love affair "as a reaction to feeling?" 
Has she become, like her environment, mechanized? 
The poems "The Final Solution" and "Small Comment" (Appendix I) by 
Sonia Sanchez present two more views of modern man with particular reference 
to American social problems. Because these poems are somewhat different in 
structure, the instructor may want to ask students to point out some of these 
physical differences. (Division of words, spacing or lack of spacing between 
words and lines?) What are some similarities? (Disregard for punctuation?) 
Why did the poet choose to give "The Final Solution" a spatial effect? (To 
place emphasis on key words, to give added or secondary meaning to words?) 
Why is "Small Comment" presented in a compacted and run-on format? (To 
^Clarence Major, The New Black Poetry (New York, 1969), p. 11. 
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satirize a particular mode of speech?) Do you feel that these two structural 
approaches are particularly suited to the poet's messages? Why? 
The instructor may want to conclude this discussion of poetic technique 
with the presentation of two additional poems by Langston Hughes, "The Negro 
Speaks of Rivers" and "I, Too." (Appendix J) An effective procedure might 
involve student leadership or the use of a panel presentation in the discus¬ 
sion of these poems. The students should be asked to consider aspects of 
structure, the use of poetic devices and figurative language, and theme in 
both poems. The class may also want to present an oral reading of these 
poems, particularly "The Negro Speaks of Rivers," by dividing the lines into 
a number of different voices. 
Writing Assignments 
In the discussion procedure for this unit a number of writing assign¬ 
ments have already been suggested. These assignments are exercises in verse 
writing for the most part, and deal with definitions of abstract terms in 
blues style and short poems which add to or redefine poetic themes. The 
following exercises provide some experience with forms of composition which 
employ techniques of argumentative, critical or comparative, and research 
writing. 
throughout this unit the student should be encouraged to do some out¬ 
side research on the Harlem Renaissance or "New Negro" movement and the con¬ 
temporary black poetry movement. Because any inclusive representation of 
writers or literary works from these periods is beyond the scope of this 
unit, only a few poets from each period have been included. Students should 
therefore be assigned a number of short research reports dealing with aspects 
of either period which they find most interesting. The following assignments 
are just a few possibilities: 
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1. Write a brief biographical sketch on one writer from each 
literary period. 
2. Write a brief essay comparing one or two literary trends from 
each literary movement. 
3. Choose two poems, either from the selections we have studied or 
from your own reading, and in a short essay compare or contrast 
them in regard to their themes or their structure. 
4. Choose one literary period and in a short essay present a state¬ 
ment explaining why the poetry of that period appears more en¬ 
joyable to you or of greater value or relevance to you. 
5. Using the same theme or subject in each case, compose two poems 
which show the stylistic or thematic characteristics of both 
literary periods. 
In the execution of assignments such as those given in the examples above, 
the students may want to work individually, in small groups, or as an entire 
class in the research procedure suggested in the preceding unit. A short 
library booklist has been included in the appendices to this unit to give 
the student some direction in finding research materials. It should be 
noted that these research assignments should be student oriented. That is, 
the student will find more pleasure in (and consequently be more inclined 
to search for material about), a topic in which he is personally interested. 
Although the main emphasis of this unit is poetry, the student should be 
allowed the choice of a topic for his project. Both periods should satisfy 
a wide range of interests in subjects such as drama, fiction, art, or music. 
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UNIT THREE: APPENDIX A 
The Weary Blues 
Droning a drowsy syncopated tune, 
Rocking back and forth to a mellow croon, 
I heard a Negro play. 
Down on Lenox Avenue the other night 
By the pale dull pallor of an old gas light 
He did a lazy sway. . . . 
He did a lazy sway. . . . 
To the tune o' those Weary Blues. 
With his ebony hands on each ivory key 
He made that poor piano moan with melody. 
0 Blues! 
Coming from a black man's soul. 
0 Blues! 
In a deep song voice with a melancholy tone 
I heard that Negro sing, that old piano moan 
"Ain't got nobody in all this world, 
Ain't got nobody but ma self. 
I's gwine to quit ma frowin' 
And put ma troubles on the shelf." 
Thump, thump, thump, went his foot on the floor. 
He played a few chords then he sang some more-- 
"I got the Weary Blues. 
And I can't be satisfied. 
Got the Weary Blues 
And can't be satisfied-- 
1 ain't happy no mo' 
And I wish that I had died." 
And far into the night he crooned that tune 
The stars went out and so did the moon. 
The singer stopped playing and went to bed. 
While the Weary Blues echoed through his head 
He slept like a rock or a man that's dead. 
Langston Hughes 
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UNIT THREE: APPENDIX B 
Harlem 
What happens to a dream deferred? 
Does it dry up 
like a raisin in the sun? 
Or fester like a sore-- 
And then run? 
Does it stink like rotten meat? 
Or crust and sugar over-- 
like a syrupy sweet? 
Maybe it just sags 
like a heavy load. 
Or does it explode? 
Langston Hughes 
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Same In Blues 
I said to my baby, 
Baby, take it slow. 
I can't she said, I can't 
I got to go! 
There's a certain 
amount of traveling 
in a dream deferred. 
Lulu said to Leonard, 
I want a diamond ring. 
Leonard said to Lulu, 
You won't get a goddamm thing! 
A certain 
amount of nothing 
in a dream deferred. 
Daddy, daddy, daddy, 
All I want is you. 
You can have me, baby - 
but my lovin' days is through. 
A certain 
amount of impotence 
in a dream deferred. 
Three parties 
On my party line - 
But that third party, 
Lord, ain't mine! 
There's liable 
to be confusion 
in a dream deferred. 
From river to river, 
Uptown and down, 
There's liable to be confusion 
when a dream gets kicked around. 
Langston Hughes 
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UNIT THREE: APPENDIX C 
In a Period of Growth 
like, 
if he had da called me 
black seven years ago, 
I wd've - 
broke his right eye out, 
jumped into his chest, 
talked about his momma, 
lied on his sister 
and dared him to say it again 
all in one breath - 
seven years ago. 
Don L. Lee 
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UNIT THREE: APPENDIX D 
But He Was Cool 




had a beautiful shade. 
he had a double-natural 
that wd put the sisters to shame. 
his dashikis were tailor made 
& his beads were imported sea shells 
(from some blk/country i never heard of) 
he was triple-hip. 
his tikis were hand carved 
out of ivory 
& came express from the motherland, 
he would greet u in swahili 
& say good-by in yoruba. 
woooooooooooo--jim he bes so cool & ill tel li gent 
cool-cool is so cool he was un-cooled by 
other niggers' cool 
cool-cool ultracool was bop-cool/ice box 
cool so cool cold cool 
his wine didn't have to be cooled, him was 
air conditioned cool 
cool-cool/real cool made me cool - now 
ain't that cool 
cool-cool so cool him nick-named refrigerator 
cool-cool so cool 
he didn't know, 
after détroit, newark, Chicago &c., 
we had to be hip 
cool-cool/ super-cool/ real cool 
that 




Don L. Lee 
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UNIT THREE: APPENDIX E 
From the Dark Tower 
We shall not always plant while others reap 
The golden increment of bursting fruit, 
Not always countenance, abject and mute, 
That lesser men should hold their brothers cheap; 
Not everlastingly while others sleep 
Shall we beguile their limbs with mellow flute, 
Not always bend to some more subtle brute; 
We were not made eternally to weep. 
The night whose sable breast relieves the stark, 
White stars is no less lovely being dark, 
And there are buds that cannot bloom at all 
In light, but crumple, piteous, and fall; 
So in the dark we hide the heart that bleeds, 
And wait, and tend our agonizing seeds. 
Yet Do I Marvel 
I doubt not God is good, well-meaning, kind, 
And did He stoop to quibble could tell why 
The little buried mole continues blind, 
Why flesh that mirrors Him must someday die, 
Make plain the reason tortured Tantalus 
Is baited by the fickle fruit, declare 
If merely brute caprice dooms Sisyphus 
To struggle up a never-ending stair. 
Inscrutable His ways are, and immune 
To catechism by a mind too strewn 
With petty cares to slightly understand 
What awful brain compels His awful hand. 
Yet do I marvel at this curious thing: 
To make a poet black, and bid him singl 
Countee Cullen 
56 
UNIT THREE: APPENDIX F 
America 
Although she feeds me bread of bitterness, 
And sinks into my throat her tiger's tooth. 
Stealing my breath of life, I will confess 
I love this cultured hell that tests my youth! 
Her vigor flows like tides into my blood, 
Giving me strength erect against her hate. 
Her bigness sweeps my being like a flood. 
Yet as a rebel fronts a king in state, 
I stand within her walls with not a shred 
Of terror, malice, not a word of jeer. 
Darkly, I gaze into the days ahead, 
And see her might and granite wonders there, 
Beneath the touch of Time's unerring hand, 
Like priceless treasures sinking in the sand. 
The White City 
I will not toy with it nor bend an inch. 
Deep in the secret chambers of my heart 
I muse my life-long hate, and without flinch 
I bear it nobly as I live my part. 
My being would be a skeleton, a shell, 
If this dark passion that fills my every mood, 
And makes my heaven in the white world's hell, 
Did not forever feed me vital blood. 
I see the mighty city through a mist-- 
The strident trains that speed the goaded mass, 
The poles and spires and towers vapor-kissed, 
The fortressed port through which the great ships pass, 
The tides, the wharves, the dens I contemplate, 
Are sweet like wanton loves because I hate. 
Claude McKay 
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UNIT THREE: APPENDIX G 
For Saundra 
i wanted to write 
a poem 
that rhymes 
but revolution doesn't lend 
itself to be-bopping 
then my neighbor 
who thinks i hate 
asked - do you ever write 
tree poems - i like trees 
so i thought 
i'll write a beautiful green tree poem 
peeked from my window 
to check the image 
noticed the school yard was covered 
with asphalt 
no green--no trees grow 
in manhattan 
then, well, i thought the sky 
i'll do a big blue sky poem 
but all the clouds have winged 
low since no-Dick was elected 
so i thought again 
and it occurred to me 
maybe i shouldn't write 
at all 
but clean my gun 
and check my kerosene supply 





UNIT THREE: APPENDIX H 
Balances 
in life 
one is always 
balancing 
like we juggle our mothers 
against our fathers 
or one teacher 
against another 
(only to balance our grade average) 
3 grains salt 
to one ounce truth 
our sweet black essence 
or the funky honkies down the street 
and lately i've begun wondering 
if you're trying to tell me something 
we used to talk all night 
and do things alone together 
and i've begun 
(as a reaction to feeling) 
to balance 
the pleasure of loneliness 
against the pain 
of loving you 
Nikki Giovanni 
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UNIT THREE: APPENDIX I 
the final solution/ 
the leaders speak 
america. 
land of free/ 
dom 
land of im/mi/grant 
wh/ites 
and slave/ 
blacks. there is 
no real problem here. 
we the 
lead/ers of free 
a/mer/ica 





(in other words) 
your blacks 
and we will 
let them fight 
in Vietnam 
defending america's honor, 
we will make responsible 
citi / 
america 
zens out of them or 
kill them trying 
land of free/dom 
free/ 
enter/ 
prise and de/mo/ 
bring us your problems. 
we you lead/ers 
always find a solution. 
after all 
cracy. 
what else are 
we get/ 




the name of the beast is 
man or to be more specific 
the nature of man is his 
bestial nature or to 
bring it to its elemental terms 
the nature of nature is 
the bestial survival of the 
fittest the strongest the richest 
or to really examine 
the scene we cd say that 
the nature of any beast is 
bestial unnatural and natural 
in its struggle for superiority 
and survival but to really 
be with it we will say that man 
is a natural beast bestial in 
his lusts natural in his 
bestiality and expanding 
and growing on the national 
scene to be the most 
bestial and natural of 
any beast, you dig? 
Sonia Sanchez 
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UNIT THREE: APPENDIX J 
The Negro Speaks of Rivers 
I've known rivers: 
I've known rivers ancient as the world and older than the 
flow of human blood in human veins. 
My soul has grown deep like the rivers. 
I bathed in the Euphrates when dawns were young. 
I built my hut near the Congo and it lulled me to sleep. 
I looked upon the Nile and raised the pyramids above it. 
I heard the singing of the Mississippi when Abe Lincoln 
went down to New Orleans, and I've seen its muddy 
bosom turn all golden in the sunset. 
I've known rivers: 
Ancient, dusky rivers. 
My soul has grown deep like the rivers. 
I, Too 
I, too, sing America. 
I am the darker brother. 
They send me to eat in the kitchen 
When company comes, 
But I laugh, 
And eat well, 
And grow strong. 
Tomorrow, 
I'll be at the table 
When company comes. 
Nobody'll dare 
Say to me, 
"Eat in the kitchen," 
Then. 
Besides, 
They'll see how beautiful I am 
And be ashamed - 
I, too, am America. Langston Hughes 
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UNIT THREE: APPENDIX K 
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1963. 
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Free Press, 1968. 
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Redding, J. Saunders. To Make a Poet Black. Chapel Hill: University of 
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CHAPTER V 
UNIT FOUR: "TIME AND LOVE" 
Materials Required 
Thomas, Dylan. "A Refusal to Mourn the Death, by Fire, of a Child in 
London" and "Do Not Go Gentle Into That Good Night." The Col¬ 
lected Poems of Dylan Thomas. New York: New Directions Publish¬ 
ing Co., 1957. 
Brooks, Gwendolyn. "To Be in Love." Selected Poems of Gwendolyn 
Brooks. New York: Harper & Row, Publishers, Inc., 1963. 
Bontemps, Arna. "A Summer Tragedy." Black Voices. Edited by 
Abraham Chapman. New York: The New American Library, 1968. 
Welty, Eudora. "The Worn Path." Thirteen Stories by Eudora Welty. 
New York: Harcourt, Brace & World, Inc., 1965. 
McCullers, Carson. "A Tree, A Rock, A Cloud." The Ballad of The Sad 
Cafe and Other Stories. New York: Houghton Mifflin Co., 1951. 
To the Teacher 
The materials in this unit present some additional views of man in 
response to his social surroundings. Several selections deal with man's 
response to his temporal environment and consider the question: "How should 
man respond to the passage of time and life?" Other works deal with the com¬ 
plexities of intra-personal feelings, particularly love. Although several 
poems which relate to these themes have been included in this unit, the 
main emphasis is on the short story. The actions and attitudes of the 
characters in these stories illustrate concepts toward life and love which 
the student should find provocative. There is the old transient in Carson 
McCullers' "A Tree, A Rock, A Cloud" who has made a "science" of love. There 
is Old Phoenix in Eudora Welty's "A Worn Path" who makes an arduous seasonal 
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journey for her grandson's medicine despite her advanced years and failing 
eyesight. And there is the old couple in Arna Bontemps' "A Summer Tragedy" 
who are forced to take their own lives. 
When studied collectively these stories provide a number of opportuni¬ 
ties for comparison in theme and structure and this unit includes several 
written exercises on such topics. In addition, several exercises which 
give the student experience in such techniques of fiction as characteriza¬ 
tion, tone, setting, imagery and point-of-view are also included. 
The reading, discussion and written work based on the materials sug¬ 
gested for this unit should take about two weeks. It should be noted, how¬ 
ever, that this unit presents only a basic structural groundwork for the 
study of these materials and that the instructor will need to supplement 
the suggested discussion questions with additional topics of consideration. 
The study plan which is presented here should provide an adequate procedu¬ 
ral basis from which a more extended examination of these materials can grow. 
Introductory Procedure 
To introduce this unit the instructor should distribute the two poems 
by Dylan Thomas, "A Refusal to Mourn the Death, by Fire, of a Child in 
London" and "Do Not Go Gentle Into That Good Night." The use of these 
poems within this study plan is suggested for two reasons. First, they 
deal with two variations of the theme of this unit in their representation 
of the continuing process of life and death (or the unity of life), and 
the ways in which man reacts to the passage of time. Secondly, they serve 
to link the preceding unit and this unit because they continue the use of 
the poetic form while introducing a new theme or variation in the idea of 
man responding to his environment. 
The class should begin by reading "A Refusal to Mourn the Death, by 
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Fire, of a Child in London." (Appendix A) Although this poem contains imagery 
which may at first appear obscure or confusing to the student, the poem ac¬ 
tually has a simple theme which should be easily grasped. The instructor 
could begin by asking the class to concentrate on the first thirteen lines 
which present an initial statement of the idea of the unity of all life in 
nature and the renewal of life in death. Because of the confusing lack of 
punctuation in the first two stanzas, the students might be asked to group 
words or word phrases together which they feel are related (Mankind - making 
+ bird-beast - and - flower - fathering + all - humbling = darkness, etc.). 
If the students have trouble making these associations the instructor might 
clarify the first four lines. After the class has agreed on some establish¬ 
ed relation of word phrases in the first stanza, the instructor might ask 
for an interpretation of the lines "Zion of the water bead" and "synagogue 
of the ear of corn." The students should see that the poet envisions his 
body returning to and becoming a part of the soil and the waters. A similar 
study procedure could be followed with other lines or phrases which the class 
finds confusing, such as "robed in the long friends . . . the grains beyond 
age . . . the dark veins of her mother." Could the young girl be returning 
to "the grains beyond age" in the soil of her mother earth? Could the poet 
be suggesting that her blood mixes with the soil and is carried on in the 
"dark veins" of rivers such as the "unmourning water of the riding Thames?" 
Such a study should not be a laborious line-by-line analysis, but an oppor¬ 
tunity for the student to express the various ideas and images that these 
lines suggest to him. Once the students have some understanding of the 
poem's imagery, they should easily grasp the theme stated in the last line, 
"after the first death, there is no other." 
The class should have no difficulty with an interpretation of the poem 
"Do Not Go Gentle Into That Good Night." (Appendix B) The instructor might 
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begin a discussion of this poem by asking the students to interpret the 
first three lines. What are the "good night" and the "dying of the light?" 
What does the poet mean when he says that old age should "burn and rage" 
at the close of life? After some discussion of the opening stanza the class 
should consider the poem's comment on man's brief role in the continuing 
process of life. Why does the poet speak of wise men whose "words had 
forked no lightning?" Is he showing us that man's words and actions are 
only a small part of the cycle of life? Is this idea continued in the de¬ 
scriptions of the "frail deeds" of good men and the wild men who "learned 
too late they grieved the sun on its way?" What is the poet's message in 
speaking of the grave men who finally see that "blind eyes could blaze like 
meteors and be gay?" Is he telling us that we should not realize too late 
that life should be lived to its fullest? 
At this point the instructor should ask the class to give some exam¬ 
ples of how man can "burn and rage" at the approach of old age and death. 
Do most men approach death with a feeling of resignation and helplessness? 
Does society affect what attitudes man will have toward death? These are 
just a few questions which might be used to introduce the theme of life 
and death or man in time. For another approach to "Do Not Go Gentle Into 
That Good Night" the instructor should consult the unit "Death and Choice" 
in the Choice and Temptation sequence of the TCCP curriculum materials. 
After the students have considered some of the ideas raised in the Thomas 
poems, the instructor should assign the reading of Arna Bontemps' "A Sum¬ 
mer Tragedy" as an example of one response toward death which man might be 
forced to make by an oppressive environment. 
l"Death and Choice," Choice and Temptation, pp. 16-18. 
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Discussion Procedure 
After the students have read "A Summer Tragedy" the instructor might 
begin a discussion of the story by asking the class to consider the actions 
of Jennie and Jeff in relation to the Thomas poems. In light of the state¬ 
ments made in both poems what would be the poet's opinion of the old couple's 
actions? After some discussion of this question the instructor should bring 
up the question of choice in the couple's decision by referring to the follow¬ 
ing passages: 
'It don't make a speck o' difference though,' Jeff reflected. 'If we 
get much or if we get little, we still gonna be in debt to old man 
Steverson when he gets through counting up agin us. It's took us a 
long time to learn that.' 
Jeff thought of the handicaps, the near impossibility, of making another 
crop with his leg bothering him more and more each week. Then there was 
always the chance that he would have another stroke, like the one that 
had made him lame. Another one might kill him. The least it could do 
would be to leave him helpless. Jeff gasped--Lord, Jesus'. He could not 
bear to think of being helpless, like a baby, on Jennie's hands. Frail, 
blind Jennie. 
What are Jeff's alternatives as shown in these two passages? Do the old 
couple have any other choice than to take their own lives? Do these pas¬ 
sages show how the harshness of the old couple's surroundings and the harsh¬ 
ness of old Major Steverson shaped their decision? Under such conditions 
could their action be considered a refusal to resign themselves to a slow, 
degrading death? In light of these passages do you feel that their suicide 
was justified? 
The class should also consider the two passages in which Jeff is de¬ 
scribed as a man who had no patience for weakness in men, but who had lost 
his own courage: 
1-Arna Bontemps, "A Summer Tragedy," in Black Voices, ed. Abraham 
Chapman (New York, 1968), pp. 93-94. 
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He had always been strong, and he had been taught to have no patience 
with weakness in men. Women or children might be tolerated if they 
were puny, but a weak man was a curse. 
His memory had not been much good recently. He frequently talked to 
himself. And although he had kept it a secret, he knew that his courage 
had left him. He was terrified by the least unfamiliar sound at night. 
He was reluctant to venture far from home in the daytime. And that 
habit of trembling when he became fearful was now far beyond his control. 
Sometimes he became frightened and trembled without knowing what had 
frightened him. The feeling would just come over him like a chill. 
Judging by the information about Jeff's character which is given in these 
two passages, what type of conflict would the prospect of suicide raise in 
Jeff's mind? Would this act be one of cowardice or bravery? Student dis¬ 
cussion on the last question will probably be divided, so the instructor 
might want to channel the students' opinions into a writing assignment. 
Such an exercise could take a number of forms. The students could be asked 
to re-write the story's ending showing the possible consequences of the old 
couple not following through with their plans. How would they feel? What 
would they think? What would eventually become of them? Another interesting 
assignment with regard to the right or wrong action of the old couple might 
be to ask the students to express an opinion about their action through the 
character of Delia Moore. Because Delia is not included in the primary ac¬ 
tion of the story, the students will need to base their characterizations of 
her on an analysis of the third person narration and the dialogue between the 
old couple. The students should be encouraged to comment on each other's 
work in class and should justify their characterizations with specific refer¬ 
ences to the story. After a class discussion of these written assignments, 
the instructor should assign the reading of Eudora Welty's "A Worn Path." 
When the class has read this selection a number of additional topics for 
discussion based on thematic and structural comparisons can be raised in 
llbid. , pp. 91-92. 
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reference to both stories. 
B. Eudora Welty's "A Worn Path" is rich in descriptive narration and 
colorful monologue and dialogue and might be most effectively presented 
through the use of in-class oral reading. This work is quite brief and 
the students could easily read and begin discussing the story in one class 
period. After the students have read the story, they should be asked to re¬ 
examine the first few pages in which Phoenix speaks in a monologue at various 
points along her journey. What do we learn about her character from these 
few lines? What motivates her to continue her journey? How does she react 
to each obstacle in her path? At this point the instructor might ask the 
class if her journey could be symbolic? Could the different physical de¬ 
scriptions of her surroundings at varying points in her journey represent 
aspects of man's journey through life? To illustrate this idea the class 
might isolate specific lines in the story and give some examples of their 
correlation to life's progress. The following lines present the most ob¬ 
vious illustrations of this type of imagery: 
Out of my way, all you foxes, owls, beetles, jack rabbits, coons and 
wild animals . . . Keep out from under these feet, little bob-whites 
. . . Keep the big wild hogs out of my path. Dont let none of these 
come running my direction. I got a long way. 
Seems like there is chains about my feet, time I get this far . . . 
Something always takes a hold of me on this hill--pleads I should stay. 
Up through pines . . . now down through oaks. I in the thorny bush 
. . . thorns, you doing your appointed work. Never want to let folks 
pass, no sir. Old eyes thought you was a pretty little green bush. 
Sun so high! The time getting all gone here. 
Now comes the trial. (Footbridge) I wasn't as old as I thought. 
Through the maze now. (Cornfield) Ghost, who you be the ghost of? 
For I have heard of nary death close by. (Scarecrow) 
Sweet gum makes the water sweet. Nobody know who made this well, for 
it was here when I was born.^ 
1Eudora Welty, "The Worn Path," in Thirteen Stories by Eudora Welty 
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Can you think of some examples in life for the thorny bush, the trial, the 
maze or the hill? Do these passages bring to mind the continuing cycle of 
life which was presented in the Thomas poem? What is the significance of 
the name Phoenix? If the students are not aware of the legend of the 
Phoenix, the instructor might explain that according to Egyptian belief 
the Phoenix was a bird which was consumed by fire and was reborn, young and 
beautiful, from its ashes. 
At this point the instructor might wish to refer again to "Do Not Go 
Gentle Into That Good Night." Does Phoenix approach life in the way this 
poem suggests? What character traits does she exhibit in the story? 
(Determination, bravery, defiance?) What would be your reply to the young 
man who says, "you take my advice and stay home, and nothing will happen to 
you?" The instructor may also want to draw some comparisons between this 
story and "A Summer Tragedy." Although the plot in "A Worn Path" contains 
tragic elements, would you call this story a tragedy? How does it differ 
in tone from the story by Arna Bontemps? Does it contain an element of 
hope even though the reader knows that the boy will never get well and 
Phoenix will not always be able to make her journey? Does the story contain 
any comic or humorous elements? Do the comments by old Phoenix help lessen 
the grim aspect of her journey? Are we pleased or amused when she steals 
the money from the young man and tells the nurse, "five pennies is a nickle?" 
Are there any passages in "A Summer Tragedy" which provide a sense of comic 
relief from the tragedy of the old couple's predicament? What is the tragedy 
in the Bontemps story? Is it the old couple's suicide, or is it the fact 
that they are forced into this action by social conditions and human attitudes 
(New York, 1965), pp. 59-68. 
72 
which give them no other alternative? 
Ç. At this point the instructor should introduce the concept of love as 
it applies to these stories. In what way is love shown in both stories? 
(In Phoenix's devotion to her grandson? In the old couple's dependence on 
each other?) Does Phoenix show a love of life that Jeff and Jennie lack? 
Does Jeff's love for Jennie enable him to go through with the suicide de¬ 
spite his failing courage? After the students have discussed these questions, 
the instructor should ask the class to read the poem "To Be in Love" by 
Gwendolyn Brooks. (Appendix C) A complete lesson plan for discussing the 
structure and imagery of this poem is included in the Love sequence of the 
TCCP Curriculum materials, and the instructor may want to use this material 
for an in-depth study of the poem.-*- The poem is used for thematic purposes 
within this unit, however, and should serve primarily as an introduction to 
Carson McCullers' "A Tree, A Rock, A Cloud." After reading the poem aloud, 
the students should be asked to cite some ecamples of the effects that love 
has on a person which are mentioned in the poem. (You "touch things with a 
lighter hand" . . . "you stretch, you are well" . . . "you look at things 
through his eyes.") The students should see that one interpretation of 
these lines might be that love enables a person to collect his various 
separate feelings and emotions and center them around another person. 
What happens when that person "shuts a door - is not there" and you "are 
free with a ghastly freedom?" Can a person learn to love over a period of 
time? Are there various "stages" or "levels" of love? Do you feel that 
love could be called a "science?" The class should have a number of opinions 
on these questions and at a point when the discussion becomes animated the 
instructor might assign the reading of "A Tree, A Rock, A Cloud" which deals 
^•"Passion," in Love. ISE (Wash., D. C., 1971), pp. 97-99. 
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with these same questions. 
When the students have read the story, whether at home or in class, 
the instructor might reopen the discussion on the idea of love as a "science" 
with various levels of understanding. Do the students feel any differently 
about this idea after reading the story? Can a person's love help to as¬ 
semble the "beautiful feelings and little loose pleasures" in his life? 
Could this idea relate to Gwendolyn Brooks' statement that "you look at 
things through his eyes. A cardinal is red. A sky is blue?" What about 
the idea that men "start at the wrong end of love . . . without science, 
with nothing to go by . . . ?" To illustrate point of view in this story 
the instructor might ask the class what they feel is the author's view of 
this idea? How do we go about finding out the author's view? Should we 
simply assume that the old man is speaking for the author? What about Leo 
and the little boy? Do their comments and reactions towards the old man also 
form part of the author's view? At this point the class might examine spe¬ 
cific passages for clues which might help clarify these questions. One 
example of this type of analysis might involve a study of Leo, the owner of 
the cafe. Leo constantly heckles and ridicules the old man, but when ques¬ 
tioned by the young boy about him he refuses to express an opinion. The in¬ 
structor might ask the class to read the following two passages: 
Leo took the bacon from the grill and folded two strips of it be¬ 
tween a bun. He had a gray face, with slitted eyes, and a pinched 
nose saddled by faint blue shadows. One of the mill workers signaled 
for more coffee and Leo poured it. He did not give refills on coffee 
free. The spinner ate breakfast there every morning, but the better 
Leo knew his customers the stingier he treated them. He nibbled his 
own bun as though he grudged it to himself. 
But Leo would not answer him. Leo had run a night cafe for fourteen 
■^Carson McCullers, "A Tree, A Rock, A Cloud," in The Ballad of the Sad 
Cafe and Other Stories (New York, 1951), p. 147. 
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years, and he held himself to be a critic of craziness. There were 
the town characters and also the transients who roamed in from the 
night. He knew the manias of all of them. But he did not want to 
satisfy the questions of the waiting child. He tightened his pale 
face and was silent. 
What picture of Leo are we given in the first passage? What is his physi¬ 
cal description? What aspects of his character do we see in this passage? 
Is Leo the type of person we would assume would speak for the author? Why 
or why not? Are we as readers annoyed when Leo keeps interrupting the old 
man's story with sarcastic comments? In the second passage why does Leo 
refuse to answer the boy? Is it because he is cruel? Is it because he 
does not understand what the old man has said? Is it because he does not 
want to admit that the old man is right? Do you think the experience in 
the cafe has changed Leo? A writing exercise leading from such questions 
which diould help to further illustrate the concept of narration and point- 
of-view might involve asking the students to rewrite an important scene in 
the story through the words of Leo or the small boy. What differences would 
result from these two approaches? Would you use a different type of lan¬ 
guage for your particular character? A different style of speech? Would 
Leo's story be bitter and sarcastic? Would the boy's story be confused but 
sympathetic? If the students criticize each other's work on the characteri¬ 
zation given in the story, they should soon see that the author has pre¬ 
sented a view of the old man and his philosophy not only through narration, 
but through the comments and reactions of the other characters to him. 
Writing Assignments 
Several writing assignments have been suggested for use within this 
unit at a number of points in the discussion procedure. These exercises 
LIbid., p. 157. 
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deal with characterization and point-of-view and involve rewriting the 
endings or specific scenes in the short stories from the view of secondary 
characters within the stories. The following exercises might be used as 
culminating assignments, either in place of or in addition to a written 
examination on the materials in this unit. 
A. The students could be asked to write a reply to "Do Not Go Gentle Into 
That Good Night" in the form of a poem, a letter, or a short paper, showing 
agreement or disagreement with the poem's central themes. 
B. The students could write a short paper comparing the attitudes towards 
life and death which are expressed through the actions of Phoenix in "A Worn 
Path" and Jeff and Jennie in "A Summer Tragedy." 
£. The students could write a poem or a short paper comparing or con¬ 
trasting the ideas about love expressed in the poem "To Be in Love" and the 
short story "A Tree, A Rock, A Cloud." 
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UNIT FOUR: APPENDIX A 
A Refusal to Mourn the Death, by Fire, 
of a Child in London 
Never until the mankind making 
Bird beast and flower 
Fathering and all humbling darkness 
Tells with silence the last light breaking 
And the still hour 
Is come of the sea tumbling in harness 
And I must enter again the round 
Zion of the water bead 
And the synagogue of the ear of corn 
Shall I let pray the shadow of a sound 
Or sow my salt seed 
In the least valley of sackcloth to mourn 
The majesty and burning of the child's death. 
I shall not murder 
The mankind of her going with a grave truth 
Nor blaspheme down the stations of the breath 
With any further 
Elegy of innocence and youth. 
Deep with the first dead lies London's daughter, 
Robed in the long friends, 
The grains beyond age, the dark veins of her mother, 
Secret by the unmourning water 
Of the riding Thames, 
After the first death, there is no other. 
Dylan Thomas 
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UNIT FOUR: APPENDIX B 
Do Not Go Gentle Into That Good Night 
Do not go gentle into that good night, 
Old age should burn and rave at close of day; 
Rage, rage against the dying of the light. 
Though wise men at their end know dark is right, 
Because their words had forked no lightning they 
Do not go gentle into that good night. 
Good men, the last wave by, crying how bright 
Their frail deeds might have danced in a green bay, 
Rage, rage against the dying of the light. 
Wild men who caught and sang the sun in flight, 
And learn, too late, they grieved it on its way, 
Do not go gentle into that good night. 
Grave men, near death, who see with blinding sight 
Blind eyes could blaze like meteors and be gay, 
Rage, rage against the dying of the light. 
And you, my father, there on the sad height, 
Curse, bless, me now with your fierce tears, I pray. 
Do not go gentle into that good night. 
Rage, rage against the dying of the light. 
Dylan Thomas 
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UNIT FOUR: APPENDIX C 
To Be In Love 
To be in love 
Is to touch things with a lighter hand. 
In yourself you stretch, you are well. 
You look at things 
Through his eyes. 
A cardinal is red. 
A sky is blue. 
Suddenly you know he knows too. 
He is not there but 
You know you are tasting together. 
The winter, or light spring weather. 
His hand to take your hand is overmuch. 
Too much to bear. 
You cannot look in his eyes 
Because your pulse must not say 
What must not be said. 
When he - 
Shuts a door - 
Is not there - 
Your arms are water. 
And you are free 
With a ghastly freedom 
You are the beautiful half 
of a golden hurt. 
You remember and covet his mouth, 
To touch, to whisper on. 
Oh when to apprize 
Is to mesmerize, 
To see fall down, the Column of Gold, 
Into the commonest ash. 
Gwendolyn Brooks 
CHAPTER VI 
UNIT FIVE: "MAN AND GOVERNMENT" 
Materials Required 
Orwell, George. 1984. New York: The New American Library, Inc., 
1961 (Afterword by Eric Fromm). 
Hynes, Samuel, ed. Twentieth Century Interpretations of 1984. Engle¬ 
wood Cliffs, New Jersey: Prentice-Hall, Inc., 1971. 
Packard, Vance. The Hidden Persuaders. New York: McKay Publishers, 
1957.   
"The Threat to Liberty, I-IV." The New York Times. Editorial series, 
Apr. 26-29, 1970. 
Greenhouse, Linda, "police 'Spy' at Meeting Arouses Ire." The New 
York Times. Feb. 26, 1970. 
1984. 91 minutes. Black and White. Directed by Michael Anderson, 
1956. Rental from Audio Brandon Films. (Feature length film) 
To the Teacher 
George Orwell's 1984 has been called a diagnosis of the deepest aliena¬ 
tion in the mind of Organization Man. It is a picture of a future time in 
which man's thoughts and actions are controlled by a power-elite which num¬ 
bers less than two percent of the total population. In 1984 Orwell shows 
that man's self, his human nature, can be shaped and eventually destroyed. 
This novel seems particularly applicable to the theme of man's response to 
his social environment. 
Though some students may find portions of the novel rather difficult 
(particularly the section which contains Emanuel Goldstein's "Theory and 
Practice of Oligarchical Collectivism"), the work lends itself quite effec¬ 
tively to a number of diverse approaches as well as levels of consideration. 
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This particular unit suggests that the entire class participate in the read¬ 
ing of the novel, rather than group division for certain sections of the 
work. It is quite possible, however, that certain individual students or 
groups of students can find elements of interest for more intensive considera¬ 
tion in the form of oral reports, debates and creative writing exercises. 
To assist the student in approaching the research project assignment 
this unit suggests the use of Samuel Hynes' Twentieth Century Interpretations 
of 1984. which includes a number of reviews, critical essays and letters by 
such people as Lionel Trilling, V. S. Pritchert and Aldous Huxley. This 
critical anthology is published in a convenient paperback format and should 
provide the student with an interesting introduction to the study of different 
critical approaches to the novel. In addition, it is hoped that through the 
use of this anthology the student will avoid the sometimes frustrating or dis¬ 
couraging experiences of library research which are usually associated with 
an initial study of literary criticism. Once the student sees the value and 
interest in comparing different critical approaches to literature, he should 
more readily seek out information on his own. 
To supplement the primary materials used in this sequence the instruc¬ 
tor may want to refer to the excerpts of Vance Packard's The Hidden Persua¬ 
ders from the Choice and Temptation sequence as well as the recent editorial 
series "The Threat to Liberty" which appeared in The New York Times. This 
unit also suggests the use of any magazine or newspaper articles, essays, 
editorials or cartoons pertinent to the topic of government and the individ¬ 
ual (such as the accusations of U. S. government "snooping" of recent months) 
and several examples have been included in the Appendices to this unit. 
Introductory Procedure 
Perhaps the most effective way of initiating a study of 1984 is to 
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begin with the work itself, rather than to rely on a thematically related 
but dramatically detached motivational approach. From his opening sen¬ 
tence ("It was a bright, cold day in April, and the clocks were striking 
thirteen.") Orwell presents an intense as well as an intriguing view of 
a world quite different in some aspects from that of our own time. There¬ 
fore, an effective approach might be to begin by presenting the class with 
just the first sentence and asking for a response: What is the signifi¬ 
cance of the clocks striking thirteen? Does the line suggest a science- 
fiction type setting? Is the person speaking out of contact with the 
reality of time? Student response can be in the form of oral discussion or 
a short paragraph using the first sentence as the basis for an exercise in 
creating a setting. These student paragraphs can then be compared with 
Orwell's opening paragraph as well as the first section of the novel. Some 
questions can then be asked about Orwell's writing technique in this section. 
How does Orwell present his material? Does he merely tell us about the world 
of 1984 or does he show us this world through dramatic action? 
Another approach might be to assign only Part One: Section One for 
at-home reading or to allow several students to read this section aloud in 
class. This section introduces a great many Newspeak terms, the meanings 
of which are essential to an understanding of the novel. This terminology 
is presented through dramatic action, however, and the reading moves easily. 
Students could be asked to make a list of terms or phrases which they find 
unusual or difficult to understand in relation to current English usage. 
Such a list might include the following terms: 
Hate Week, telescreen, Ingsoc, doublethink, thought police, New¬ 
speak, vaporization, Oceania, thoughtcrime, Two Minutes Hate, and the 
slogans War Is Peace, Ignorance Is Strength and Freedom Is Slavery. 
^George Orwell, 1984 (New York, 1961), pp. 5-20. 
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From this point a number of steps could be taken. After a discussion of the 
possible meanings of these terms, the students could be directed to read on 
their own the Appendix, "The Principles of Newspeak," or a small student 
group could study the Appendix and present the material to the class as a 
group report. In either case, the student hypotheses as to word meanings 
should be compared with the explanatory material in the Appendix. The im¬ 
portant point is that students may be hampered in a further reading of the 
novel without this knowledge, and though a footnote does refer the reader 
to the Appendix, the chances are that students may not take time to inquire 
further on their own. 
Discussion Procedure 
A. After the students have finished the introductory procedures suggested 
in this unit the instructor might open a discussion of the novel with the 
following question: What aspects of life in 1984 can you see as naturally 
growing out of trends or ideas as they are proceeding in our world today? 
After some discussion of this question the instructor might mention or bring 
in (if the students have not already done so) some magazine or newspaper 
articles, essays, editorials or cartoons pertinent to the topic of govern¬ 
ment and the individual. The charges of U. S. government "snooping" poli¬ 
cies of recent months would have special relevance to the study of this 
novel. In April of 1970 the New York Times published a four-part editorial 
series, "The Threat to Liberty," which the instructor may want to include 
at this point. An article on police surveillance of a high-school lecture 
by Eldridge Cleaver is included in the appendices to this unit and could 
serve as a basis for generating student discussion. An assignment growing 
out of such a discussion might involve asking students to pick a current 
trend, idea, or government policy and in a short paragraph describe its 
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logical result after a certain period of development, such as twenty or 
fifty years. 
B. Because 1984 is a lengthy and complex novel, this unit suggests the 
use of a number of short writing assignments during the discussion of the 
work. These assignments need not be more than short in-class written exer¬ 
cises dealing with some aspect of the novel. If the assignments are creative 
and provocative, they should sustain the student's interest in the novel and 
motivate further reading. The following exercise illustrates one form in 
which such an assignment might be presented. 
In Part One: Section Two Winston begins his diary with the following 
lines : 
To the future or to the past, to a time when thought is free, when 
men are different from one another and do not live alone - to a time 
when truth exists and what is done cannot be undone: 
From an age of uniformity, from an age of solitude, from the age 
of Big Brother, from the age of doublethink - greetings 1^ 
A possible writing assignment growing out of a discussion of this section 
would be to have students write a short diary entry or a letter to a citi¬ 
zen of the future or a man of the past concerning some aspect of their in¬ 
dividual relationship to the world of 1972. 
£. Although an inclusive lesson plan for a study of the novel is beyond 
the scope of this unit, the following discussion topics and questions should 
provide an adequate framework for the study of theme, characterization and 
symbolism. 
Much of Part One deals with Winston Smith's bleak physical surroundings 
and lack of material comforts. Some discussion might ask how an inadequate 
physical surrounding or a lack of life's necessities might contribute to a 
•*~Ibid. , p. 26. 
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feeling of alienation and anger. Other questions might deal with the many 
dreams that Winston experiences throughout the novel. What is the author's 
purpose in including these dreams in the novel? Do they suggest a type of 
alienation? Would Winston be able to speak these thoughts to any fellow 
citizens in the society of 1984? What is Winston's relationship with his 
fellow associates? Why are Syme and Parsons only referred to by their last 
names? Does anyone really have a sense of identity (self) in 1984? 
To illustrate the concept of man's sense of identity as shaped by his 
social environment the instructor might refer to Orwell's treatment of the 
concept of "vaporization." With Withers' disappearance Winston discovers 
that to assert your identity is to go against the party, an act which results 
in vaporization: 
Winston did not know why Withers had been disgraced. Perhaps it was 
for corruption or incompetence. Perhaps Big Brother was merely getting 
rid of a too-popular subordinate. Perhaps Withers or someone else 
close to him had been suspected of heretical tendencies. Or perhaps - 
what was likeliest of all - the thing had simply happened because 
purges and vaporizations were a necessary part of the mechanics of 
government. The only real clue lay in the words 'refs unpersons' 
which indicated that Withers was already dead. ... He did not exist; 
he had never existed.^ 
If government has the power to make you an "unperson" have you any identity? 
Would you sacrifice your personal history for your personal identity (sense 
of self)? Which is more important? Can they be separated? 
D. To demonstrate the technique of characterization in the novel the in¬ 
structor might direct the students' attention to Orwell's portrait of Julia. 
How does Orwell present the character Julia to the reader? Why is she not 
given a last name? Does Julia have an identity or is she merely a stereotype? 
What is the nature of Julia's revolt against the Party? How does her revolt 
•'-Ibid. , p. 41. 
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differ from that of Winston? Is it physical, emotional, or intellectual? 
If Julia were transported to our present age, what would Women's Liberation 
think of her? Is she a liberated woman or is she merely a sex object? 
E. Another consideration for discussion might be the role of the black 
man in 1984. There are only two references to the subject of race in the 
novel. The first has to do with maintaining the structure of the three 
superstates : 
It is absolutely necessary to their structure that there should be no 
contact with foreigners except, to a limited extent, with war prisoners 
and colored slaves. Even the official ally of the movement is always 
regarded with the darkest suspicion. War prisoners apart, the average 
citizen of Oceania never sets eyes on a citizen of either Eurasia or 
Eastasia, and he is forbidden the knowledge of foreign languages. If 
he were allowed contact with foreigners he would discover that they 
are creatures similar to himself and that most of what he has been 
told about them is lies. The sealed world in which he lives would be 
broken, and the fear, hatred, and self-righteousness on which his 
morale depends might evaporate.1 
The second reference occurs in connection with an explanation of the divi¬ 
sion of society into three levels within Oceania: 
In principle, membership in these three groups is not hereditary. The 
child of Inner Party parents is in theory not born into the Inner Party 
. . . Admission to either branch of the Party is by examination, taken 
at the age of sixteen. Nor is there any racial discrimination, or any 
marked domination of one province by another. Jews, Negroes, South 
Americans of pure Indian blood are to be found in the highest ranks of 
the Party, and the administrators of any area are always drawn from the 
inhabitants of that area. . . . Its rulers are not held together by 
blood ties but by adherence to a common doctrine.1 2 
The students could be asked if they feel these two policies are in conflict. 
A written response might be an expression of a black man's emotions and 
feelings about his society and his own identity in 1984. Is equality meaning¬ 
less without identity? 
1Ibid. , p. 162. 
2Ibid. . p. 172. 
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F. Winston states many times throughout the novel that "the only hope 
lies in the proles." What does he mean? Why are the proles not subject 
to the same rigorous surveillance given members of the Outer and Inner Par¬ 
ties? In Section Two: Part Seven, Winston once again considers the posi¬ 
tion of the proles in the society of 1984 and comes to the realization that 
they have somehow managed to remain human. The following excerpt might 
serve as a basis for some student discussion: 
The terrible thing that the Party had done was to persuade you that mere 
impulses, mere feelings, were of no account, while at the same time 
robbing you of all power over the material world. When once you were 
in the grip of the Party, what you felt or did not feel, what you did 
or refrained from doing, made literally no difference. Whatever hap¬ 
pened you vanished, and neither you nor your actions were ever heard of 
again. You were lifted clean out of the stream of history. And yet to 
the people of only two generations ago, this would not have seemed all- 
important, because they were not attempting to alter history. They were 
governed by private loyalties which they did not question. What matter¬ 
ed were individual relationships, and a completely helpless gesture, an 
embrace, a tear, a word spoken to a dying man, could have value in it¬ 
self. The proles, it suddenly occurred to him, had remained in this con¬ 
dition. They were not loyal to a party or a country or an idea, they 
were loyal to one another. The proles had stayed human.- 
How have the proles managed to maintain loyalty to one another rather than 
to a party or a country? Does this individual loyalty negate the Party's 
power? Do you agree with Eric Fromm's statement in the Afterword that: 
. . . man has an intense striving for love, for justice, for truth, 
for solidarity . . . that the destruction of the humanity within man 
is . . . possible, with means and techniques which are common knowl¬ 
edge today.^ 
After some discussion of this question the instructor might introduce the 
following excerpts from Vance Packard's The Hidden Persuaders which show 
the power of an unconscious manipulation of people. These materials have 
been used in the Choice and Temptation sequence in a consideration of 
1Ibid. , p. 136 
^Eric Fromm, "Afterword" to 1984, p. 261. 
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"man's right to choice and self-determination vs. society's right to control 
individuals for the general good," and the instructor might want to consult 
the unit "The Mandarin and the Question of Choice" for topics of further 
discussion: 
Many of us are being influenced and manipulated, far more than we 
realize, in the patterns of our everyday lives. 
(Take for example) the case of a cinema in New Jersey that was flashing 
ice cream ads onto the screen during regular showings of a film. These 
flashes of message were split second, too short for people in the audi¬ 
ence to recognize them consciously but still long enough to be absorbed 
unconsciously. A result . . . was a clear and otherwise unaccountable 
boost in ice cream sales. 
. . . think of what it can mean to your firm in profits if you can con¬ 
dition a million or ten million children who will grow up into adults 
trained to buy your product as soldiers are trained to advance when 
they hear the trigger words "forward march. 
At this point the instructor might ask if the students can think of any 
other ways in which modern man is manipulated to think or act in a certain 
way. Because advertising in the mass media presents the most obvious exam¬ 
ples of psychological manipulation, the instructor might ask the students 
to recount television commercials or bring to class some magazine or news¬ 
paper advertisements which they feel exhibit such techniques. Discussion 
can then center on the effectiveness of these advertisements and the students 
might possibly want to try writing one or two advertisements on their own 
for presentation to the class. 
G. An effective conclusion to this unit might involve the showing of the 
feature-length film 1984 which is available from Audio Brandon Films and is 
often shown on the major television networks for late night viewing. An 
activity of this sort could provide a number of possibilities for student 
•*-Vance Packard, The Hidden Persuaders, excerpts from "The Mandarin 
and the Question of Choice," Choice and Temptation, pp. 1-2. 
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comparisons of the treatment of Orwell's themes in the novel and in the 
film format. What are the differences in theme and structure of the two 
approaches? Has Orwell's plot or story been altered in adapting it to the 
film medium? Why have these changes been made? Do they provide fora more 
effective presentation of Orwell's ideas? After viewing the film the in¬ 
structor should come up with a number of more specific discussion topics 
and questions. For a further explanation of how the film medium can be 
used in the classroom the instructor may want to consult Richard A. May¬ 
nard ' s The Celluloid Curriculum. ^ 
Writing Assignments 
There are a great many writing assignments which can revolve around 
Orwell's 1984 and outside reading. Exercises in the form of oral reports, 
debates, creative writing or written research projects could be used in 
place of the traditional essay examination at the conclusion of this unit. 
The following are only a few suggested assignments and the students should 
be free to experiment with any ideas they have related to their study of 
the novel in the form of their final projects. 
A. Write a dialogue between any two characters in the novel showing some 
knowledge of their position in relation to the world of 1984. Some examples 
might be: 
1. A meeting between Winston's ex-wife Katherine and Julia, showing 
both women's views as shaped by Party indoctrination. 
2. A conversation between the Parsons' children showing Party in¬ 
doctrination of youth. 
3. A dialogue between Winston Smith and his subconscious, showing 
how the Party had managed to shape his life by instilling feelings 
of guilt, fear and alienation into his mind. 
B. Prepare and present a debate between a person of our own time (either 
^Richard A. Maynard, The Celluloid Curriculum (New York, 1971), 
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you or some prominent person) and a member of the Inner Party of 1984 
(either O'Brien or an imaginary character embodying the Party ideals). 
Ç. Write a comparative essay of Aldous Huxley's Brave New World and 
George Orwell's 1984 showing both author's views on the future state of man 
and the possibility of an unconscious manipulation of man's thoughts and ac¬ 
tions through psychological or technological means. 
D. Prepare a research project drawing parallels between elements in 
Orwell's 1984 and elements within the Communist Party. (Example: Josef 
Stalin and Leon Trotsky as models for Big Brother and Emanuel Goldstein.) 
E. Write a short comparison of the two reviews by V. S. Pritchett and 
Lionell Trilling in Twentieth Century Interpretations of 1984. 
or: 
Pick one review and either support or criticize the reviewer's ideas 
based on your own reading of 1984. 
F. Prepare a short research project which presents a comparison of a 
number of critical views of Orwell's 1984 either from Twentieth Century 
Interpretations of 1984 or from outside research. 
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UNIT FIVE: APPENDIX A 
"Police 'Spy at Meeting Arouses Ire" 
New Rochelle. Feb. 25--Disclosures that policemen testified secretly be¬ 
fore a United States Senate subcommittee and gave the names of people who 
attended a lecture here by Eldridge Cleaver, the Black Panther leader, 
have stirred resentment and anger in many quarters. 
A group of Democrats likened it to McCarthyism, and Bernard Alsenberg, 
chairman of the Independent Democratic Club here, has received hate mail. 
Napoleon Homes, a black civil rights leader, said the incident "proves 
what our kids have been saying—that some of our cops are just pigs and liars 
who hide behind the testimony of a Senate subcommittee." 
The Senate panel is the Internal Security subcommittee, headed by 
James 0. Eastland, Democrat of Mississippi. The subcommittee has been in¬ 
vestigating the New Left for the last two years. 
Testified on Photos 
At a day-long session of the committee last June 26, Police Lieut. 
John F. McCormick of New Rochelle, who was then a sargeant, and Detective 
William E. Grogran of Yonkers described how on Oct. 11, 1968, their depart¬ 
ments had taken photographs and license-plate numbers at an outdoor speech 
by Eldridge Cleaver on the New Rochelle campus of Iona College. The Yonkers 
Police Department was assisting the New Rochelle force. 
Cleaver is now living in Algeria, where he is a fugitive from the 
United States as a parole violator. 
The photographs and license-plate numbers were entered as evidence, 
as were the names of several dozen New Rochelle High School students and 
other residents who had participated in local antiwar and civil rights 
activities. 
After a six-month delay, the subcommittee released the testimony. 
Its publication last month, in a volume of nearly 300 pages was reported 
by the New Rochelle Standard Star. 
Commissioner Silent 
It is not clear who ordered the surveillance or how it came to the 
subcommittee's attention. Police Commissioner Edward R. Carey has refused 
to discuss the matter, either with reporters or with the delegation from 
the Independent Democratic Club that met with him last week. 
City Manager, Murray Fuerst, a Republican, who also met with the Demo¬ 
cratic group last Friday, said today that he was studying the matter and 
would make his findings public within the next 10 days. He declined to say 
whether he had known of the surveillance or of Lieutenant McCormick's testi¬ 
mony before it was made public. 
The 100 member Democratic City Committee last week unanimously passed 
a resolution condemning the police surveillance and demanding a complete in¬ 
vestigation and "the immediate cessation of such police activities and the 
destruction of all secret files compiled to date if they exist." 
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Last Friday, the Independent Democrats ran a full-page advertisement 
in The Standard-Star with the headline "Joe McCarthy Is Alive and Well And 
Living in New Rochelle." 
Republicans as well as Democrats have expressed concern. "Some of it 
would be funny if it weren't so scary," said Joseph Tortelli, director of 
the city's Youth Bureau and a Republican. He referred to a passage of the 
testimony in which the two policemen alleged that funds for black power 
and radical groups were being brought into the United States from Communist 
China via the Tanzanian Mission to the United Nations. 
"I'd like some citizens' group to have made available to them every 
file in the Police Department," Mr. Tortelli added. "It's important that 
the public know who is being investigated with their money." 
I. Phillip Sipser, a lawyer who managed Paul O'Dwyer's 1968 Senate 
campaign, is also mentioned in the testimony as being under New Rochelle 
police surveillance. 
"I say without question that this sort of thing has a deterrent ef¬ 
fect on people who are timid," he said in an interview. "You shouldn't 




This thesis has presented an English sequence for the teaching of 
freshman composition and literature. It is modeled on the format of the 
Thirteen College Curriculum Program instructional sequence materials and 
uses an inductive or discovery-oriented approach to instruction and learning. 
In such an approach the instructor serves as a guide who motivates the stu¬ 
dent's interests and channels these interests into a study of literature 
and composition by using literary works as a basis for writing activities 
leading to a mastery of the elements of composition. 
The coordinating principle behind the use of the materials in this 
teaching plan is one of man in various attitudes of response to his social 
environment, an approach which allows the student to deal with a wide assort¬ 
ment of universal themes. Because this concept is also used in a literary 
study which considers the effects of social and historical factors on litera¬ 
ture and the writer, students who may have had limited contacts with litera¬ 
ture should benefit by seeing that man does not write without being affected 
by his environment. Because students have the opportunity to view literature 
in an historical as well as social perspective, they are made aware of the 
topicality and universality that literature often exhibits. 
In the devising of the writing assignments in this teaching plan a 
number of critical discussions concerning the limitations and possibilities 
of assignments about literature have been considered. The assignments which 
have been suggested here progress from the simple to the relatively complex 
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and move the student from short exercises in simple exposition, style, de¬ 
scription, argument and research reporting to forms of lengthy writing 
based on these same elements of composition. 
The initial unit in this sequence, "You and Me," introduces the con¬ 
cept of man in response to his social environment by opening up a wide range 
of possibilities regarding man's reactions to his surroundings. The unit 
deals primarily with excerpts from a number of major works and moves the 
student from an abstract concept of the coordinating theme to a sense of 
personal relation with an assortment of specific, identifiable, individual 
responses to his own world. 
Following this brief introductory unit this sequence presents a study 
of themes of sadness, loneliness, rejection and despair—the "blues." In 
the second unit, "... And Bessie Smith," a number of recordings have been 
used to illustrate similar themes in the music of the thirties and contem¬ 
porary popular music. Excerpts from two contemporary dramatic works have 
been used to provide insights into the social conditions surrounding Miss 
Smith's life and to show how the writer employs similar themes in differing 
genres. The unit encourages the student to do some outside research on 
Bessie Smith and the blues era and a suggested introductory approach to re¬ 
search methodology has been included. 
"The Poet in Society," the third unit in this sequence, has been de¬ 
signed to broaden the student's interest in, and appreciation of, poetry 
as a means of forcefully expressing his own ideas and emotions in writing. 
This unit deals specifically with the poetry of the Harlem Renaissance and 
the contemporary black poetry movement and focuses the student's attention 
on the need for a study of writing within the context of literary periods. 
The use of the blues idiom has been continued from the previous unit to 
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introduce a study of poetic devices such as metaphor, similie, personifi¬ 
cation, apostrophe and imagery. The written exercises in this unit deal 
with research methodology, the defense or criticism of particular poems 
and poetic styles, and verse writing and advance the student's abilities 
in a variety of compositional techniques. 
The fourth unit, "Time and Love," deals with man's response to his 
temporal environment and the complexities of intra-personal feelings. Al¬ 
though the use of the poetic idiom has been continued from the preceding 
unit, the main emphasis is on the short story. A number of writing exer¬ 
cises which give the student experience in such techniques of fiction as 
characterization, tone, setting, imagery and point-of-view as well as exer¬ 
cises in comparative writing have been included. 
The final unit, "Man and Government," deals with themes of alienation 
in organization man and restrictions or invasions of personal liberties. 
This unit has been centered around a study of the novel and employs an ap¬ 
proach which has been designed to introduce the student to a study of dif¬ 
fering critical approaches to literature. A number of suggestions have 
been made with regard to research project methodology and the culminating 
assignments included in this unit should provide an adequate measure of 
the student's capabilities in a number of compositional techniques. 
In conclusion, this English sequence suggests an approach to the 
teaching of composition and literature utilizing provocative materials from 
diverse genres, not all of which need be literary. Student writing assign¬ 
ments deal not only with the themes in question, but with specific types of 
compositional problems. Through the use of the materials and the methodolo¬ 
gies suggested in this sequence the instructor may be able to find one point 
at which student experience bisects the world of ideas as illustrated in 
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ISE's Journey Into Discovery: 
We must not hesitate to search everywhere and anywhere for the point 
at which the experience of these students bisects the world of ideas, 
so that they can find analogues to their own being in many things 
. . . Who knows where that intersection may be? 
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